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Introduction: Lifting the Curtain on the Nine Worthies in Performance 
 
The Nine Heroes tapestry series in the collection of the Cloisters, the Metropolitan 
Museum of Art, presents the titular characters in a fully envisioned environment, a unique 
depiction of a popular theme that opens many questions about the significance and performative 
dynamic of these beautiful objects (figs. 1-5). During the fourteenth century the theme of the 
Nine Heroes, usually referred to as the Nine Worthies, was a common motif in art and theater.1 
However, the depiction of the Nine Worthies in the Cloister’s tapestries is not altogether typical 
of the subject. Unlike the standard presentation of the Worthies as a group of free-standing 
heroic figures or, alternately, as individuals on horseback, the unusual composition of the 
Cloisters’ tapestries presents each Worthy seated upon a throne and surrounded by an entourage 
and audience: a presentation that gives The Nine Heroes a theatrical context. This thesis 
addresses the connections between these tapestries and the use of tapestries and enactment of the 
nine Worthies in medieval performance traditions. In order to fully explore the tapestries, this 
thesis addresses their use as performative objects, considering their original cultural context to be 
that of supplements to gatherings and courtly rituals, and explores their impact on the viewer as 
such. 
As I begin the discussion of a theatrical interpretation of The Nine Heroes tapestries, it is 
useful to establish a working definition of the term “theatrical.” The word “theatrical” pertains to 
actors, acting, and performance in front of an audience; and the term “theater” refers to the place 
where performance occurs or to the dramatic presentation of a performance by actors. Most 
 
1 Throughout this paper I will use the term The Nine Heroes to refer to the tapestries in the Cloisters. That is the title 
of the work of art in that collection. I will use the term the Nine Worthies to refer to the theme more generally and 
the Worthies as the individuals included in that group. This may be a bit confusing, but it is in keeping with English 





importantly for our purposes, a theater can be “a temporary platform, dais, or other raised stage, 
for any public ceremony.”2 It is my contention that the tapestry series that is the subject of this 
thesis contains references to actors and the performances of the Nine Worthies as well as to the 
stages upon which those performances occurred. Tapestries were employed as backgrounds for 
celebrations and theatrical events, and so these tapestries also may have created a theatrical 
environment as background for performance. In effect, the tapestries contain theatrical references 
and may also have constituted a theatrical environment, or theater. Furthermore, it has been 
speculated that medieval audiences could experience two-dimensional media like tapestries as if 
they were live enactments. In such case, it is possible that the tapestries were themselves 
theatrical events. Jill Stevenson’s terms “infiction” and “performance literacy” are particularly 
useful for discussing this aspect of audience viewership. Infiction is “the set of conventions or 
assumptions we take into an art encounter that help us make sense of that work’s specific kind of 
‘make believe’.” It is a component of performance literacy, “an embodied schema … comprised 
of both the infiction that a person brings to the art work, as well as the patterns for understanding 
that this encounter with the work traces within the viewer.”3 The medieval viewer encountering 
the tapestries would have brought an understanding of their cultural and political context. They 
would have been thoroughly familiar with the legends of the Nine Worthies and with their role in 
medieval theatrical events and public spectacles. That audience would have known how to “read 
tapestries” and how to perceptually bring the work to life. 
Though the exact origin, design, and commission of the tapestries are unknown, evidence 
suggests that they can be tied to the Valois court and consequently, they were manufactured by 
French weavers at the turn of the 14th century (to be discussed further in Chapter 1). There is 
 
2 "theatrical, adj. and n." and “theater, n.” OED Online. Oxford University Press, March 2020. Web. 28 April 2020. 
3 Jill Stevenson, Performance, Cognitive Theory, and Devotional Culture: Sensual Piety in Late Medieval York. 





ample written evidence that members of the Valois family, Jean, Duke de Berry and his three 
brothers, King Charles V of France, Duke Louis I of Anjou, and Duke Philip the Bold of 
Burgundy, owned many representations of the Nine Worthies; a theme that functioned to elevate 
the status of the Valois family by associating them with honorable ideals, linking them to wise 
and brave rulers and an illustrious lineage.4 
The Nine Heroes is a rare survivor of the booming tapestry industry of the fourteenth 
century. From the twelfth to the fifteenth century, European production expanded from small 
banners and hangings with simple designs to massive narrative panoramas. The earliest medieval 
woven designs were composed of large fields of bright colors, but the early decades of the 
fourteenth century produced stylistic developments that included increasingly elaborate, 
figurative, and narrative approaches in tapestry design.5 Despite the thriving French tapestry 
industry in the fourteenth century, The Nine Heroes is one of only two major sets from that era to 
have survived, and neither set is completely intact. The Angers Apocalypse (1377-1382) remains 
on permanent display at Chateau de’Angers, Angers France (fig. 6). The Nine Heroes tapestries 
reside in the collection of the Cloisters of the Metropolitan Museum of Art in New York City.  
As noted above, The Nine Heroes tapestries feature a completely unique presentation of 
the popular theme: each of the Nine Worthies sits in front of a diegetic audience of spectators 
within a complex architectural environment. The figures create a noisy chaotic crowd of 
 
4 It is unfortunate that we must rely primarily on written documentation to attest to the existence of these early 
tapestries. 
5 Thomas P. Campbell, Henry VIII and the Art of Majesty: Tapestries at the Tudor Court. New Haven and London: 
Yale University Press, 2007. and Campbell, Thomas P. Tapestry in the Renaissance: Art and Magnificence. New 
York: The Metropolitan Museum of Art, 2002. Campbell has written in detail regarding the evolution of tapestry 
production from the 14–19th centuries. In discussing early medieval tapestry, Thomas Campbell cites documentation 
of the use of tapestries in the court of King Edward II (r. 1307–1327) “He paid 30£ to Thomas de Hebenhirth, a 
mercer of London, for a great hanging of woll (“dorsorium lanae”) woven with figures of the king and an earl upon 
it, for the king’s service for his hall on solemn occasions. …. The reference provides an early example of precious 
textile with figurative imagery that emphasized the monarch’s status for use on important ceremonies.” (2002, p. 4). 
For a comprehensive introduction to medieval tapestries see Cavallo, Adolfo Salvatore. Medieval Tapestries in the 






onlookers and place the Worthies in a social context unlike any other known rendering of the 
subject. In a Met publication on the tapestries by James Rorimer and Margaret Freeman, the 
curators write: “There is no precedent for these little figures in Jacques de Longuyon’s poem or 
in any other description of the Nine Heroes so far discovered. They are apparently the invention 
of the designer of the tapestries and thus make this series unique among known representations 
of the Heroes.”6 This thesis argues that this unique presentation has theatrical resonance and that 
it situates the Worthies in the cultural context of public spectacle and performance in the Valois 
courts of the 14th-16th centuries. Though the tapestries were likely produced at the end of the 
fourteenth century, they could have been used and regarded as relevant at least through the 
sixteenth century when the Nine Worthies continued to be popular figures and monumental 
tapestries were treasured and displayed on every occasion. Documentation from the fifteenth and 
sixteenth centuries provide contextual information useful for an understanding of the possible 
utility and meaning of these objects. 
Medieval tapestries and medieval theater developed together, and tapestries like The Nine 
Heroes were employed within performative context. Accounts of medieval theatrical spectacles 
and entry ceremonies (to be discussed in Chapter 4), describe multi-media events that include the 
presence of live actors, painted figures, wax figures, stage sets, and structures for the viewing of 
performances. Most striking and important for our concerns were the permeability and fluidity 
among these medieval media. On at least one occasion, costume designers used a tapestry of the 
Nine Worthies as a model for choreographing a pageant with live Nine Worthy enactors.7 Such 
documentation supports the potential theatrical nature of The Nine Heroes, suggesting multiple 
 
6 James J. Rorimer and Margaret B. Freeman, The Nine Heroes Tapestries at the Cloisters (New York: The 
Metropolitan Museum of Art, 1960). 8. 
7 Laura Weigert, French Visual Culture and the Making of Medieval Theater, (New York: Cambridge University 





possible scenarios: that its content could, in fact, be a reference to actual performances, that the 
tapestry could have served as a backdrop to live performances, and/or that these tapestries could 
themselves inspire imitative enactments. 
This thesis begins with an introduction to the unique characteristics and problems posed 
by The Nine Heroes tapestries. Chapter 1 introduces the reader to the theme of the nine Worthies 
and each of the essential characters. Appendix A is a supplement to the discussion of the nine 
female Worthies, who do not appear in these tapestries but are part of the history of this motif 
and, like the males, were present in theatrical performances and civic spectacles.  
Chapter 2 includes the object description and recounts the known history and provenance. 
The sparse historical record for these tapestries creates a challenge and constitutes the art 
historian’s task of close textual analysis of incomplete and imperfect objects. 
Chapter 3 offers a review of the literature that witnesses the work of former scholars who 
celebrate medieval tapestry, theatricality, and performance, providing context for an analysis of 
The Nine Heroes. While other scholars have researched and written about medieval tapestries 
broadly, The Nine Heroes specifically, and medieval theatrical and performance traditions, no 
one has yet placed The Nine Heroes tapestries within a theatrical or performative context. That is 
the task of this thesis. 
Chapter 4 offers documentation of medieval performance traditions. Written records and 
surviving images are foregrounded to speculate about the undocumented history of The Nine 
Heroes. Appendix B lists documented public events that include the live enactment of the Nine 
Worthies. I will argue that the theatrical nature of The Nine Heroes tapestries is significant 
because civic spectacles, entrance ceremonies, and theatrical entertainments were often 





promoted secular and religious themes. Moreover, the patronage of such spectacles was an 
expression of magnificence and benevolence calculated to inspire the audience’s loyalty to the 
benefactor. These events provided a forum where the ruling elite and the lower classes could 
come together and participate as one community with a shared culture. In short, I argue that 
visual representations of the Nine Worthies played a part in that cultural formation.  
In the Conclusion, I examine the impact of the tapestries on viewers, past and present. 
The function and meaning of The Nine Heroes tapestries has shifted depending upon their 
ownership, the time and place of their display, and the nature of their audience. Regarding their 
use in medieval Europe, I am most interested in the how the medieval audience may have 
perceived these objects based upon their experience with three elements: theatrical 
entertainments and public spectacles, tapestries, and the theme of the Nine worthies.  
A consideration of theatricality offers one approach to the tapestries, to their design, 
history, complexity and mystery, but it also supplies an appreciation of the tapestries as both 
object of and participant in culture building. This thesis will conclude by considering mediality 
and materiality, with special attention to the material presence of the tapestries and their 
continuing ability to capture and then transport the viewer to another time and place. My task is 
guided by a knowledge of the preciousness and perishability of the tapestries and a scholarly 
curiosity about what has not survived. The entirety of this thesis is propelled not only by what is 
present, but also what is absent. My analytic work of reconstruction is similar in spirit to the 
work of tapestry conservators who carefully and respectfully try to understand the tapestry and 







Chapter 1. Imagery and Meaning 
The Nine Male Worthies 
During the fourteenth century the theme of the Nine Worthies was a common motif in art, 
literature, theater, ceremonial events, and public spectacles.8 The figures were first introduced in 
the 1312 poem Les Voex du Paon, a romantic tale of chivalric knights by the French poet Jacques 
de Longuyon.9 The valiant historic, literary, and biblical figures are Hector of Troy, Alexander 
the Great, Julius Caesar, Joshua, David, Judah Maccabee, Charlemagne, Arthur, and Godfrey of 
Bouillon.10 Portrayals of these men were sculpted on building facades, appeared on fountains, 
were painted in manuscripts, and were woven in tapestry. The three Pagan, three Jewish, and 
three Christians are each accomplished heroes in their own right. As a group, they exemplify the 
best of their faith and their time. All of the Worthies are kings who have defended their people 
and their religion. During the crusades the Worthies represented a brotherhood of leaders as 
model defenders of Christendom. Among the nine are fabled progenitors of Jesus Christ and 
ancestors of the kings of France. For our purposes, it is useful to turn to an examination of their 
specific utility to the Valois court, where the tapestry was most likely produced. The following 
description of each Worthy gives a sense of how the Valois princes would have benefited from 
an association with these heroes, an association that was established when they commissioned 
and displayed the Worthies’ images. 
The three Pagan Worthies are Hector of Troy, Julius Caesar, and Alexander the Great. 
Hector of Troy (1228–1185 BCE) was a Trojan prince and great warrior who defended the city 
 
8 The Nine Worthies were embraced by the nobility of Europe as moral models, but also came to be a common 
theme in popular culture. They were familiar characters that one might encounter wherever there was art and 
theatrical performance. Chapter 4 gives many examples of these performances, and Appendix B lists documented 
performance events that included enactments of the Nine Worthies. 
9 Jacques de Longuyon, Vows of the Peacock. Belgium, Tournai, 1345–50. The Morgan Library. Accessed January 
2, 2020. https://www.themorgan.org/collection/Illuminating-Fashion/2. 
10 Additional Worthies were added upon occasion—often to honor a particular person who was present. At those 





of Troy against the Greeks. Hector was killed by Achilles during the battle and the Greeks 
ultimately won the war. According to legends, after the city fell some Trojans fled to France and 
consequently shared a bloodline with the Kings of France. Julius Caesar (100 BCE–44 BCE) was 
a Roman ruler and military leader, whose good governance and victorious battles contributed to 
the rise of the Roman Empire. He is also known as a historian and scholar.11 Alexander the 
Great (356–326 BCE) was a classical hero and the model of military prowess. He was king of 
the Greek kingdom of Macedon. An undefeated military commander, he is renowned for 
conquering lands in Africa and Asia and building a Hellenistic empire.12 
The three Hebrew Worthies are Joshua, David, and Judah Maccabee. Joshua (1355 -–
1245 BCE), according to the Bible, was born into slavery in Egypt and rose to become Moses’ 
military commander. After the death of Moses, Joshua led the Hebrew people in battle, 
conquering and settling in the land of Israel (1010– 970 BCE). David (c. 1,000 BCE) was the 
third king of Israel. Biblical texts portray him as a shepherd and musician, who became a 
victorious solider and went on to be crowned King. A number of psalms are attributed to him, 
and he is considered an ideal king and a progenitor of Jesus Christ. Judah Maccabee (2nd century 
BCE) is a Biblical hero and a historic figure. He led a revolt against the Seleucids, fighting for 
religious freedom for the Jews. After that victory he restored the temple in Jerusalem. 
The three Christian Worthies are Charlemagne, Godfrey of Bouillon, and King Arthur. 
Charlemagne (742-814 CE) was a Frankish king who conquered and united much of Europe in 
 
11 Many sources describe the heraldic symbols and arms within these tapestries, including: James J. Rorimer, "The 
King Arthur Tapestry" The Metropolitan Museum of Art Bulletin 28, no. 3 (1933), 48-50; James J. Rorimer, "The 
Metropolitan Museum's Collection of Medieaval Tapestries." The Metropolitan Museum of Art Bulletin, New Series 
6, no. 3: (1947), 91-98; Rorimer and Freeman, The Nine Heroes Tapestries at the Cloisters; and Cavallo, Medieval 
Tapestries.  
12 Alexander is both a historical and mythological figure in many of the cultures with which he came into contact. 
He also became known as a romantic hero through the fictional, but widely known Romance of Alexander, written 
by Walter de Chatillon in 1178-82. Also see Thomas Malory and John Rhys, “Le morte d'Arthur”: printed by 





the name of Christianity. He was crowned emperor of the Holy Roman Empire by the pope in the 
year 800 and was posthumously canonized in 1165. He is the ultimate symbol of the divine 
sanctification of the French monarchy and both French and German monarchs claimed a 
connection to him and considered themselves to be his successors.13 Godfrey of Bouillon (1060-
1100 CE) was a French duke who led several successful military campaigns during the first 
crusade and seized Jerusalem from the Muslims in 1099. He turned down the title of King of 
Jerusalem and instead took the title of Defender of the Holy Sepulcher. Godfrey was reported to 
be tall, handsome, fair-haired, brave, and strong—the epitome of Christian knighthood during the 
crusades.14   King Arthur (460 to 560 CE) is known as a valiant king who built a British empire 
after defeating the Saxons. According to legend, he established the knights of the round table, a 
group of exemplary knights committed to a code of chivalry that included the Christian values, 
bravery, and moral purity essential to the theme of the Nine Worthies.15 The literary tales of the 
pursuit of the Holy Grail by Arthur’s knights also links him to the theme of the Crusades that is a 
salient theme of the Christian Worthies. 
  
 
13 Rosamond McKitterick, Charlemagne: the Formation of a European Identity (UK : Cambridge University Press), 
2008. 
14 William of Tyre, ca. 1130-ca. 1190, Noyes, Colvin, M., Caxton, W. “Godeffroy of Boloyne: of, the Siege and 
Conquest of Jerusalems. London: Published for the Early English Text Society by K. Paul French, Truber & Co. 
1893. And John Simon, “Godfrey of Bouillon, Duke of Lower Lotharingia, (NY: Routledge, 2018). 
15 Thomas Malory, Le Morte d'Arthur. Thomas Malory’s 1485 account of the legend of King Arthur was important 
to Arthur’s popularity. Also essential was Geoffrey of Monmouth's 12th-century Historia Regum Britanniae 
(History of the Kings of Britain). Geoffrey of Monmouth.  The History of the Kings of Britain: an edition and 





The Nine Female Worthies 
Two separate sources are credited with the introduction of the female Worthies: Jean de 
la Mote around 1360 and Eustache Deschamps around 1400.16 The list of the female Worthies 
include historical figures who were known for their strength, bravery, leadership, and goodness. 
Existing works that depict the female Worthies show not a single set of nine women, but several 
sets with varying female Worthies that appear in art beginning in late fourteenth century. Two 
lists of female Worthies are included in Appendix A. If there had been a sister set to the 
Cloisters’ The Nine Heroes, it might have contained ancient mythological figures (see appendix 
A) or it could have followed the Pagan-Jewish-Christian pattern of the male Worthies. A series 
of female Worthies that fit this pattern can be seen in an early sixteenth-century woodcut series 
by Burgkmair, but other series of Worthy women that focused more on the classical world were 
more common.17 The composition of the group of male Worthies did not differ as significantly as 
the group of women. The men were always organized according to their religious affiliation, and 
their relationship to Christianity was always central to their inclusion in the group. This was even 
true for the Pagans and the Jews, as discussed below. 
 
The Worthies as Sacred and Secular Saints 
Although the Nine Worthies is not a strictly religious theme, it was not strictly secular 
either. They have been interpreted to reflect St. Augustine’s concept of the spiritual progress of 
mankind, a transition from a time before the law (ante legem) (Pagan), characterized by darkness 
 
16 Roger Sherman Loomis,. "The Heraldry of Hector or Confusion Worse Confounded." Speculum 42, no. 1 (1967) 
32-35; Roger Sherman Loomis, "Verses on the Nine Worthies." Modern Philology 15, no 4 (The University of 
Chicago Press, 1917) 211-219. 
17 Images of Burgkmair’s engravings are visible through the Harvard Art Museum website https://hvrd.art/o/259096.  
Celeste Turner.Wright, "Elizabethan Female Worthies." Studies in Philology 43 no 4, (1946), 628-643. Celeste 
Turner Wright has catalogued the many women who have occupied these sets and has explored the role of the 






and ignorance, to a time under the law (sub lege) (Hebrew), when the Old Testament 
foreshadowed the coming of Christ, and, finally, to a time under grace (sub gratia) (Christian) 
with the coming of Christ and the New Testament.18  
In the Belgian city of Oudenard, actors representing the Nine Worthies participated in 
annual Sacrament processions from approximately 3111 to 1530.19 Their presence at such 
religious events demonstrates the central role they played in civic pageants, as well as their 
inclusion in the realm of the sacred. The Worthies are always categorized in terms of their 
religious affiliation (Pagan, Jewish, Christian) even while being lauded for their other attributes. 
The Hebrews are Old Testament biblical heroes and Charlemagne was canonized in 1165. His 
dual membership as a secular and sacred hero is characteristic of the reverence given the Nine 
Worthies. King Arthur and his Knights Templar were also given status that blurred the line 
between heroes and saints. Barbara Newman explored the crossover between sacred and secular 
subjects in medieval art: 
Fanciful saints’ lives glamorized their protagonists to look like romance heroes, 
while romances idealized such heroes as Lancelot to the point of sainthood. 
Symbolism migrated freely from one realm to the other. 
 
It is in the Grail romances that this fervent, emphatically lay devotion finds its 
truest voice, replacing monks and clerics with knights as guardians of the sacred. 
This kind of crossover had a powerful resonance in the crusading era, the heyday 
of the Knights Templars, Hospitalers, and other orders that fused religion with 
military service.20 
 
The theme of Nine Worthies spoke powerfully to the French court because of the explicit 
connection between the heroes portrayed and divine sanctification of contemporary rulers. The 
 
18 Andrey Egorov, "Charismatic Rulers in Civic Guise: Images of the Nine Worthies in Northern European Town 
Halls of the 14th to 16th Centuries." In Faces of Charisma: Image, Text, Object in Byzantium and the Medieval 
West, eds Brigitte Miriam Bedow-Rezak and Martha Dana Rust, (Boston: Brill, 2018). 
19 Loomis, The Heraldry of Hector, 209. Also referenced in Egorov, Charismatic Rulers. 
20 Newman, Barbara. "Sacred, Secular, and Sensual: Three Case Studies in Medieval Crossover." In A Feast for the 






Valois princes claimed divinity as part of their legitimacy and power. In fact, the text of the 
coronation ceremony establishes the king as an agent of the Christian church. The Carolingians 
developed the concept that the kings of France were incarnations of the ancient leaders of Israel. 
The coronation ritual for the Kings of France even included a mystical rite, the anointing with 
sacred oil, which transformed contemporary rulers into present-day incarnations of Old 
Testament heroes.21  
It has been suggested that the figure of Charlemagne in Berry’s manuscript The Belles 
Heures was modeled after the image of Charlemagne in The Nine Heroes tapestry (now 
missing).22 In this portrayal, the fleur-de-lis of France and the eagle of the Holy Roman Empire 
on Charlemagne’s coat of arms, together,  illustrate the French royals’ claim of a lineage that 
traces directly to Charlemagne (fig. 8).23 Such mingling of religious and political material is 
present throughout The Nine Heroes tapestries. Similarities between the images in the tapestries 
and sacred figures in manuscripts and stained-glass windows confirm that the Nine Worthies are, 
in effect, secular saints. 
When King Richard II was crowned at Reims Cathedral, the scene took place in front of a 
series of tapestries that told the story of Clovis, the early Frankish king. Thomas Campbell 
commented on the symbolic utility of these tapestries, suggesting that Richard II obtained and 
displayed the tapestries to create “a flattering comparison” between himself and King David, and 
 
21 Nina Rowe. The Jew, the Cathedral and the Medieval City: Synagoga and Ecclesia in the Thirteenth Century. 
New York: Cambridge University Press, 2011, 137. 
22 Margaret Freeman. "A Book of Hours Made for the Duke of Berry." The Metropolitan Museum of Art Bulletin 15, 
no. 4 (1956): 101-2. 
23 Herman, Paul, and Jean de Limbourg, Franco-Netherlandish. Active in France by 1399-1416). Folio 174r, Belles 
Heures of Jean de France, duc de Berry, 1405-1408/9., Made in Paris. Ink, tempera, and gold leaf on vellum, 9 3/8 x 
6 5/8 in. (23.8 x 16). The Figure of Charlemagne in The Belles Heures shows an angel holding a shield with the 
arms of both the fleur-de-lis of France and the eagle of the Holy Roman Empire, illustrating the French royals’ claim 
of a lineage that traces directly to Charlemagne. This illustration, within the book of prayers, explicitly draws the 
connection between the Valois princes and Charlemagne. It demonstrates the mingling of religious and political 





even Clovis.24, The Nine Heroes tapestries may have served a similar function as they worked 
interactively with the tradition of divine kinship to discursively upgrade the owner’s status from 
human to heroic. One could argue that when The Nine Heroes tapestries were displayed in a 
room occupied by the current ruler such as Jean duc de Berry or King Charles VI, the devotion 
that one would have shown any of those Nine Worthies was also shown to the ruler on the 
throne. By displaying The Nine Heroes tapestries, the owner made a public declaration that he 
would model himself in their image and follow their example. By joining their ranks, the owner 
of the tapestry emulated them. Presumably, he could inhabit the role of hero and become a 
biblical king like David, a classical hero like Hector, and a Christian knight like Arthur.25 In this 
way, the owner of the tapestries used them to facilitate his performance of the role of heroic 
leader. 
Contemporaneous audiences of The Nine Heroes tapestries would have been familiar 
with the legends of the Nine Worthies and likely would have made connections between its 
symbolism and the immediate political and religious context in which it was displayed. Such 
context is essential to the subject of this paper. The Nine Worthies were not simply visible in 
static art objects. They were popular characters that came to life in live enactments within 
theatrical, civic and religious ceremonies. This thesis explores how The Nine Heroes tapestries 
may contain visual references to these performance events. Chapter 3 and Appendix B describe 
 
24 “The Valois’ tapestry of Clovis was thus an explicit celebration of the quasi-divine status of the French monarch 
and the continuing role in the coronation ceremony of the sacred oil preserved at Reims. …. This is the earliest 
documented example of a tapestry being used at the English court for a political purpose.” (Campbell, Henry VIII 
and the Art of Majesty, 34-35)    
25 Jeffrey Chipps Smith. "Portable Propaganda—Tapestries as Princely Metaphors at the Courts of Philip the Good 
and Charles the Bold." Art Journal (College Art Association ) 48, no. 2 (1989): 123-129. Jeffrey Chipps Smith cites 
Jean Molinet’s Thrones d’honneur, an encomium written shortly after Philip’s death, which has “Gideon guiding 
Philip through heavenly paradise. The duke is welcomed as the tenth Worthy because of his founding of the Order 
of the Golden Fleece and his staunch support of the Catholic Faith.” (p.128). And “… in 1431 Henry VI of England, 
who also claimed the French throne, was compared to the Nine Worthies during his entry into Paris….” (p.129); 






many such occasions. Before looking deeply into the performative implications of the tapestries, 






Chapter 2. Appreciating the Extant Object 
Object Description: 
The Nine Heroes tapestries (1390–1410) were designed as a set of three tapestries, each 
more than twenty-one feet wide and approximately sixteen feet high and each displaying three 
monumental heroic figures surrounded by smaller figures within an architectural setting.26 They 
were woven of died wool yarn on wool wefts. The most dominant colors in the textile are blue, 
red, cream, gold, and white. The figures appear drawn with black outlines.  
 
Composition 
Each of the tapestries depicts a complex architectural space occupied by three Worthies, 
their entourage, and a viewing audience. The Worthies, twice the size of the next smaller figures, 
appear seated on thrones in large rooms on the first floor of a three-story barrel-vaulted gothic 
interior—much like the ones in which they might have been displayed in the fourteenth or 
fifteenth century. The attendant characters occupy smaller rooms to the right and left of each 
Worthy and above each Worthy is an upper gallery, loggia, or balcony level that serves as a 
viewing platform for this diagetic audience.  
 
The Heroic Figures 
Among the Worthies, each solid and stately figure commands attention through his garb, 
pose, military arms, and retinue. The Heroes are dressed in contemporaneous attire as if present 
in the room with the medieval viewer.27 The monumental forms are draped with royal robes that 
 
26 Rorimer and Freeman, The Nine Heroes Tapestries at the Cloisters, 3. 
 
27 “The Middle Ages like to bring its heroes up to date,” wrote Rorimer and Freeman commenting on the choice to 





reveal suits of armor beneath to remind the viewer that these are warriors. They exude physical 
tension and strength in their postures as they sit straight, one leg bent and one foot resting on the 
footrest in front of the throne. Bodies are shown with shoulders wide, chest frontal or slightly 
turned, and head in three-quarter profile. The Hebrew Worthies are particularly active as David 
holds the Book of Psalms in one hand and Joshua raises his hand in a gesture that indicates that 
he is making a speech.28 Caesar and Hector each holds his sword upright in one hand while the 
other hand rests on his breast as if posed for an official portrait. Similarly, Arthur looks strong 
and grave as he holds his pennant in one hand and a dagger in the other as if preparing for battle. 
Each is shown with his coat of arms alongside the signets and arms of the Valois. This 
presentation brings them into relationship with Jean de Berry, Philip D’Anjou, Charles V, and, 
later, Charles VI, who conceptually join their ranks as rulers on the throne.  
The Worthies appear massive and regal. Their solidity and stillness impart gravitas and 
are consistent with court decorum, which required a reserved demeanor in noble bearing. This 
stillness also signifies their eternal presence; they are everlasting and above the common flow of 
life. The stillness reflects a compression of time that makes it possible for the Worthies to travel 
across eras and, for the Valois and rulers like them, to symbolically join them and occupy the 
simultaneous space. The stillness separates the Worthies from the common “real” people, 
reinforcing the Worthies’ status as model, concept, and lasting ideal, even while that status is 
actively appropriated by contemporary rulers. 
The Nine Heroes, set within the architectural niches of a stone gothic structure, are 
represented in ways that echo gothic sculptures frequently seen in devotional settings, civic 
 
and groom them as medieval heroes (all bearded and crowned). Rorimer and Freeman, The Nine Heroes Tapestries 
at the Cloisters, 7. 
28 Jean-Claude Schmitt, "The rationale of gestures in the West: third to thirteenth centuries" In A Cultural History of 






structures, and other places of honor. For example, it was common for sculpted figures of great 
personages to adorn the portals of Gothic Cathedrals. Those sculptures signaled to the faithful 
the lessons and ideals that they should contemplate as they left behind the secular world and 
entered the ethereal and perfect world of the church. The thirteenth-century carving of The Nine 
Worthies sculptural reliefs in the City Hall of Cologne can be compared to the jamb sculptures 
on Chartres Cathedral (c. 1250) to illustrate how these Worthies were treated in ways that 
resemble ecclesiastic figures and how Worthies and saints were culturally aligned (fig. 10). 
Nevertheless, The Nine Heroes tapestry differs from this approach because of the complexity 
surrounding the Worthies and the implied lively interaction with their entourages.  
Indeed, the Worthies’ regal presence is amplified by the contrast between their great size 
and the diminution of the figures, who occupy the sides and upper level of the architectural 
structure surrounding them, in smaller barrel-vaulted enclosures, and in the loggia. The tapestries 
have a dynamic energy that comes from the contrast between the formal stance of the Worthies 
and the activity and visual noise that surrounds them. Various characters in the tapestry play 
music and dance, attend to their animal companions, and watch the activity below the balcony. 
Others stand armed and ready to fight.  
 
The Smaller Figures 
While the larger-than-life, immortalized Nine Worthies appear to be posing as head of 
state for their subjects, the smaller figures are full of quirky action and broadly depicted 
emotions. The Pagan Heroes panels show attendants prepared for battle and others engaged in 
revelry, music and dance. The Hebrew Heroes tapestry shows soldiers, musicians, and people of 





extant part of the Christian Hero tapestry, presents Arthur surrounded by bishops, cardinals, and 
priests. The smaller figures’ diminutive size is commensurate with their lesser status. The 
hierarchical proportion establishes the relative importance of figures and also makes the 
Worthies appear to be closer to the front of the picture plane, giving the impression that they are 
downstage and spatially separated from their viewing audience. The central positioning of 
certain of the smaller figures, particularly the women who appear directly above the Worthies, 
creates a sense of their relative importance. 
 
The Pagan Heroes and Attendants 
The tapestry that once contained all three of the pagan heroes is now represented by 
two separate panels showing Hector of Troy (fig. 2) and Julius Caesar (fig. 3). The absent 
third pagan was Alexander the Great. Each panel presents the Hero with attendants and 
audience. The Hector tapestry contains the central figure of Hector with four armed military 
attendant figures. Julius Caesar is attended by three musicians and a soldier.  
In the margin of the panel featuring Hector is a small grouping of vegetation, two 
butterflies, and a bird. These features, despite being woven in tapestry, seem to be rendered in a 
casual free-hand style. Similar butterflies can be seen in the borders of the Angers Apocalypse, 
where the wings of the butterflies contain armorial patterns associated with the Valois princes 
(fig. 9). It is not known whether these marginalia are purely decorative or if they are signatures 
of the artist, the weaver, or the manufacturer. At a minimum they suggest a connection between 
the Angers Apocalypse series, commissioned by Jean de Berry’s brother Philip D’Anjou in the 






The Hebrew Heroes and Attendants 
The Hebrew Heroes tapestry maintains much of its integrity and impact because the 
upper section is intact, remains unbroken and continuous along its full length (fig. 1). Two of 
the three heroes from the Old Testament have survived: Joshua and David. Judah 
Maccabee, the third Hebrew Hero, is missing. Joshua is identified by the winged lion on his 
banner. He appears active as he sits on the throne, his right hand is on the hilt of his sword and 
the left raised in a gesture of speaking. To the right of Joshua is King David. His golden lyre and 
shield leave no doubt about his identity. He holds a sword in his right hand and a page of text in 
his left, perhaps one of the Psalms. 
When hung as one large panel the Hebrew tapestry does not appear, as do the others, as 
individual tapestries but instead appears as a covering for an entire wall, very much like a 
backdrop that provides theatrical scenery. The full dramatic effect of the large crowd in the 
balcony is only visible on The Hebrew Heroes tapestry because the upper level gallery of 
onlookers is unbroken, with a full count of figures on the upper level. In the loggia, there are 
three noble women, one for each Worthy, and each noble woman is accompanied by an 
entourage of pets, musicians, bodyguards, and ladies in waiting.  
 
The Christian Worthies and Attendants 
Arthur is the only Christian Worthy present in the Cloisters set. He holds a banner and 
wears a tabard that bear his coat of arms—three golden crowns on azure. All of the attendant 
figures are clerical representatives of the Catholic Church. On the lower level, to Arthur’s right 
and left, are small clerical figures seated on thrones. Above them, are Bishops, each holding a 
staff or bishop’s crook, and on the uppermost level are three cardinals, each holding a book. The 





panel the association to a church is unmistakable. There are crosses throughout this design of the 
tapestry: in the patterned backgrounds, on the cleric’s attire and accoutrement, and on the 
pinnacle of the central structure on top of what might be seen as the tower of a cathedral.  
The set of Christian Heroes suffers from the absence of panels devoted to Charlemagne and 
Godfrey of Bouillon. Because the other two Christian Heroes have been lost, there is no way of 
knowing if their attendant figures would also have been clergy.29 Comparanda, lacking such 
figures, are no help. Like Arthur, Charlemagne and Godfrey of Bouillon were military leaders as 
well as Christian soldiers, and it seems equally possible that there would have been knights and 
other fighters present in their panels as well as the Catholic symbols seen in the panel of Arthur. 
Considering the importance of knights, ladies, and romance in his legend it is remarkable that 
Arthur is wholly defined by his Christianity.  
 
The Women Who Watch 
The Pagan Heroes and The Hebrew Heroes extant tapestries together contain five 
crowned noble women; one for each hero (fig. 5). They look down from the balcony or loggia 
level of the gothic structure. In the Hector panel, a figure in profile holds a lily. Above Caesar, 
one wears a blue ermine-trimmed dress and billowing white veil. The lady above Joshua holds a 
spotted cat with a jeweled or spiked collar. She wears a red and blue dress with large gold 
buttons. Her blond hair is braided and coiled around her head and a golden crown sits atop her 
flowing white veil. Her large eyes appear to gaze straight ahead out of the tapestry, while the 
figures to her right and left focus their gaze upon her. The woman on her right strums a harp, 
while the one to her left plays a stringed instrument with a bow. Flanking them are protectors, 
 
29  Fragments are missing, there is a lack of comparanda, and the Nine Heroes are not usually accompanied by 
attendants. The unique characteristics of these tapestries mean that there is scarce evidence upon which to base an 





men in armor brandishing weapons. Directly above David is a woman with long blond braids. 
She wears a golden crown and her blue dress has a wide ermine collar. Unlike the others, she has 
no veil and appears more sporting and active. She has been falconing and her falcon is perched 
on her left hand, while she holds a fowl by the leg in her right hand. There is something almost 
comically forthright in her stance and her grip on the leg of the bird, whose foot we see 
outstretched.  
Above the space where Judah would have been is a woman also in a blue dress with a 
large ermine collar. Her hair is tucked into the elaborate white cloth wound round her head and 
waving in the breeze. Like the other women in this tapestry, she wears a golden crown. She 
cradles a small white dog in her right arm and gestures towards the dog with her left hand. She 
tilts her head and appears to be smiling at the viewer as she is serenaded by a woman with a 
psalter and accompanied by another woman and two male protectors. 
The women are not there to march or play music or fight. Their golden crowns and 
ermine-trimmed clothing indicate that they are royals. This spectacle may be produced on their 
behalf. In the tapestry they are there as spectators and perform the essential function of watching. 
They are positioned to overlook the Heroes and attendants, whom, presumably, they observe. 
However, three of the women look directly outward, making contact with the viewer of the 
tapestry. They draw us in and define us as part of the viewing audience within the tapestry space. 
The viewer, of course, is watching the three women in return. All of these intersecting gazes 
create a shared engagement in a dynamic scene that expands the diegetic space, the two-
dimensional internal world of the tapestry, to include the extradiegetic viewer who exists in the 
three-dimensional world outside of the tapestry. The lines of the gazes might even be said to map 





Heraldry and Signs of Ownership 
The Hebrew Heroes tapestry is dotted with fifteen small square heraldic badges. These 
include twelve badges with the golden fleurs-de-lis on blue with red surround (the arms of Jean 
de Berry), and three golden fleurs-de-lis on blue with solid blue surround (the arms of Philip of 
Anjou). A flag with the arms of Berry flies on the turret of the castle, indicating that this is his 
property. Each of the twelve figures in the loggia has his or her own niche, and there is a shield 
to each figure’s right or left. The room occupied by Joshua has a badge with the arms of Berry in 
the center of the ceiling vaulting, and the room occupied by David has the arms of Louis 
d’Anjou. It is unclear whether or not the placement of these shields is significant and, if so, 
whether or not the intended message resides in their overall presence, which would be a clear 
statement that the tapestries honor Jean de Berry and, to a lesser extent, Louis d’Anjou.  
 
Condition 
The present condition of the tapestries varies slightly from panel to panel. Four panels 
have been assembled from the many large and small fragments that exist from the original 
series of three tapestries. In some places the fragments have been woven or sewn together to 
form a solid panel. In other places the separate fragments are attached to a supportive backing, 
which allows for significant space between the fragments where material is missing. The exact 
original arrangement of some of the fragments is not known and the current display must be 
regarded as a suggestion of one possible composition. The Heroes and their attendants are 
faded and worn, yet the figures still retain great energy. Enough detail remains to give a 
vivid sense of what it would have been like to be in the presence of these tapestries when 






Object History, Manufacture, and Provenance: The Search for the Missing Parts 
The acquisition of the set of The Nine Heroes tapestries is the fruit of three gifts and/or 
purchases. The main body of the King Arthur tapestry was purchased by the Metropolitan 
Museum of Art in 1932, with funds from the Monsey Bequest. The upper register of that tapestry 
was missing and acquired later. A small figure, now placed to the left of the figure of King 
David, was given to the museum by George A. Douglass in 1947. That same year, the remaining 
fragments, including the missing piece of the King Arthur tapestry, were donated by John D. 
Rockefeller.  
John D. Rockefeller had purchased a large collection of the fragments of The Nine 
Heroes tapestries from the New York art collector and dealer Joseph Brummer.30 Brummer told 
a remarkable story of how he had spotted the tapestries hanging as curtains in the background of 
a photograph taken at the chateau of Martinvast, near Cherbourg, France, the home of Countess 
Hubert do Pourtalès. Her father, Baron Arthur Schickler, had purchased them from the art dealer 
J. J. Duveen some time before 1872. Brummer cultivated a relationship with the Countess and 
ultimately purchased the three sets of curtains that contained the tapestries (in approximately 
1936). At the time of his donation to the museum, Rockefeller funded the work necessary to 
remove the ninety-four tapestry fragments from the curtains and to conserve and reconstruct 
them in the form that they appear today.31  
There is little trace of where these tapestries were for much of their history and no solid 
information regarding the story of their creation. There are indications that the tapestries 
belonged to Jean de Berry, but they were not in the inventory of his possessions upon his death. 
 
30 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters 3-4. 
31 For a discussion of this conservation process see Rorimer and Freeman, The Nine Heroes Tapestries in the 





Records indicate that Berry’s nephew, Charles VI, possessed a set of wool tapestries of the Nine 
Worthies with similar features, which suggests a number of possibilities: that Berry gave them to 
his nephew as a gift, that Charles VI asked his uncle to bequeath him these tapestries, or perhaps 
that they were originally commissioned in honor of Charles VI and paid for by Berry and Louis 
d’Anjou. Rorimer and Freeman call attention to inventories of Charles VI’s tapestries from 1422 
that listed receipts for tapestry repairs. These were records “of payments [by Charles VI] to 
Joudoigne of Paris in 1389 for the repair of ‘two tapestries from the Hall of the Nine Heroes’ and 
again ten years later for the repair of ‘the Nine Heroes’.”32 Interestingly, the inventories dated 
1422 and 1432 provided information about a set of female Worthies, from the Hall of the Nine 
Heroes, that was sent for repairs in 1396. The set of female Worthies was similar in composition 
to the Cloisters in The Nine Heroes. The female Worthies were described as seated with a 
number of smaller figures above them and the arms of Berry on small shields at the top.33 From 
this we know that Charles VI had a hall dedicated to the tapestries of the Nine Worthy men and 
women. The receipts for mending the tapestries indicate that they needed numerous repairs, 
suggesting that they were heavily used.34 Wear on tapestries occurred from hanging, 
transporting, and rehanging them, and from exposing them to changes in climate, especially 
when they were used outdoors and thus exposed to light, moisture, wind, and weather. That 
 
32 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters, 18.  
33 “The set consisted of three hangings all of which had ‘up above, on top …, the arms of Berry and many little 
shields.’ The three Heroines in one of the hangings are noted as being ‘large personages with their names in writing 
below … and many other small personages above them.” Rorimer and Freedman, The Nine Heroes Tapestries in the 
Cloisters, 18-- Citing (Prost 1902-1913) Prost, Bernard. Inventaires mobiliers et extraits des comptes de ducs de 
Bourgogne de la maison de Valois 2. vols. Paris. 1902-1913. James J. Rorimer and Margaret B. Freeman, "The Nine 
Heroes Tapestries at the Cloisters." The Metropolitan Museum of Art Bulletin, New Series (Metropolitan Museum of 
Art) 7, no. 9 (1949): 117, 120, 243-260. Thomas Campbell itemizes the number of tapestries in the inventories of 
Charles V, king of France (r. 1364-1380), Louis, duke of Anjou from 1360 and king of Naples and Sicily from 1382, 
Philip, duke of Burgundy (r. 1363-1404), and John, duke of Berry (r. 1360-1416) Campbell, Henry VIII and the Art 
of Majesty, 6-7, 16, 18-21. This history is also covered in detail by Cavallo. Cavallo, Medieval Tapestries, 118. 
34 “… the accounts of the duke of Burgundy suggest that in many such cases tapestries were purchased from the 
merchant’s stock or were commissioned from cartoons already in the merchant’s possession.” Campbell, Henry VIII 





Charles VI had the tapestries repaired is an indication that they were valuable to him. We do not 
know if those tapestries are the same tapestries that hang in the Cloisters, but the description 
suggests notable similarities and it is likely that the Cloisters tapestries would have received 
similar treatment. 
Although there are no written records directly connecting Berry to the Nine Heroes 
tapestries, there is other evidence that may indicate a connection. Above the figure of Hector of 
Troy is a lady with a lily who is surrounded by a patterned field of “u’s and “y’s” (fig. 2). Berry 
had created a signet with ursa and cygne as code for a past love whose name was Ursine. The 
pattern of “u’s” and “y’s” also appears in “The January Page” of Berry’s book “Le Très Riches 
Heures,” which shows servants in his retinue wearing similar letters on their clothing. (fig. 18) 
The Apocalypse tapestries at Anger contain similar “u’s” and “y’s” patterns in the panel that 
shows “The Harlot.” The “y’s” could also refer to Queen Ysabeau, Jean d’Armangnac, Berry’s 
first wife, or Jeanne de Boulogne, his second wife.35  
 In addition to these personalized elements, Rorimer and Freeman find additional evidence 
of connection to Berry’s palace at Bourges, where statues of the Nine Worthies stood in niches 
above a great mantelpiece in the palace, no longer extant.36 The façade of the palace at Bourges 
may have served as the model for the architectural framework of the tapestries. This architectural 
imagery also appeared in the stained-glass windows of the Sainte Chapelle of the palace, which 
contained “large figures in niches … architectural structures with groined vaults etc. and other 
unusual details in the stained glass which appear in the tapestries (figs. 6 and 7).”37 In addition, 
Berry’s manuscript, the Belles Heures of Jean de France, Duc de Berry (completed 1408-09), has 
 
35 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters, 16-17. 
36 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters, 21. 
37 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters, 21 and 23. Rorimer and Freeman provide 
photographic evidence for the connection between Borges palace and the imagery in the tapestries. These images are 





an image of Charlemagne enthroned which Margaret Freeman proposed was modeled on the 
image of Charlemagne in The Nine Heroes tapestry (fig. 8).38 The interrelationships among 
architecture, stained glass, manuscripts, and tapestry reflect the frequency with which artists 
worked across these media. I would note that many of those artists lent their talents to live 
theatrical arts as well. Stage sets, costumes, statues of figures that appeared upon the stage, and 
the painted or woven backgrounds to performance events employed artists who worked in 
multiple media. 
Given the fragmentary evidence, there is some dispute over the date and origin of The 
Nine Heroes tapestries. Adolfo Salvatore Cavallo concluded that even if there has been 
speculation that the tapestries were woven for Jean de Berry (1340-1416), whose coat of arms is 
visible in The Nine Heroes tapestries, the tapestries may have been commissioned by any of the 
Valois princes or given as a gift to the royal family.39 
Current information from The Metropolitan Museum of Art dates the tapestries ca. 1400-
1410 and gives no indication of the designer or producer. Mariller, Rorimer, and Cavallo 
separately placed The Nine Heroes as early as 1380-85 and connected the set to The Angers 
Apocalypse tapestries (1377-82) of Angers Cathedral.40 The Apocalypse series was woven in the 
workshop of Nicholas Bataille of Paris from cartoons by Jean Bondol for Louis d’Anjou, and it 
is certainly possible that The Nine Heroes share this origin. The Nine Heroes series has the same 
red, blue, and cream palate of the Angers Apocalypse tapestries, and the figure of Alexander in 
the Angers tapestries (fig. 7) is somewhat reminiscent of the figure of Hector in The Nine Heroes 
 
38 Freeman. “A Book of Hours”, 101-2.  
39 Cavallo, Medieval Tapestries,118. 





tapestries (fig. 2).41 In the Apocalypse panel, Alexander is seated on a large throne within an 
impressive gothic structure. The draping of his robes and his body position, with head tilted to 
the right and left leg bent, parallels the position of Hector in The Nine Heroes. More similar still 
are the loosely-drawn butterflies in the Hector panel that also fly in the margins of the 
Apocalypse Alexander panel. The butterflies in the Apocalypse have wings decorated with 
Berry’s golden fleurs de lis on blue with red surround. 
Tapestries from the Angers Apocalypse traveled to New York City for a loan exhibition 
of French tapestries held at The Metropolitan Museum of Art in 1947. This event provided an 
unprecedented opportunity for James Rorimer, the Director of the Cloisters at the time, to 
explore the relationship between the two sets. He examined them side by side, and his report on 
this examination provides details about the construction of the two works. He concluded that the 
similar weave, similar color palate, similar large figures seated in architectural structures, and the 
similar butterflies and foliage in the margins provided evidence that the two sets of tapestries 
“must have been produced under virtually identical supervision and with similarly trained 
weavers.”42 Based upon this examination, as well as later research that found resemblance to the 
Angers Apocalypse, stained glass, and pages in manuscripts, Rorimer and Freemen conclude that 
The Nine Heroes tapestries were “designed and woven about 1385.”43  
The Nine Heroes tapestries are currently undergoing conservation. This conservation project will 
likely evaluate the current condition of the tapestries, strengthen and restore the material when 
possible, and reassess the current assumptions about the composition and arrangement of the 
fragments.  
 
41 The Angers Apocalypse, Musée des Tapisseries, Angers, France, designed by Jean de Bandol of Bruges (active 
1368-81) and produced in the workshop of Nicolas Bataille (active c.1363-1400). Commissioned by Louis I Duke of 
Anjou. This set originally contained seven tapestries, each about 16.5 feet in height and 80 feet in length. Sixty-five 
of the original one-hundred or so scenes still exist. Downloaded from http://www.visual-arts-cork.com/tapestry-
art.htm. 
42 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters, 19. 





Chapter 3. Literature Review: Providing Context and Setting the Stage 
When The Nine Heroes tapestries were acquired by The Metropolitan Museum of Art, the 
new acquisition was met with great fanfare. The institutional pride in this object was reflected in 
the serious and lengthy restoration process followed by a celebration and triumphant display. The 
May 21, 1949 press release from the museum announced, “The most important exhibition to be 
held at The Cloisters since its opening in 1938.” In the following weeks, photos of the tapestries 
appeared in newspapers and magazines around the world. The Talk of the Town section of The 
New Yorker Magazine described a conversation with James J. Rorimer under the title, Vows of 
the Peacock: “James J. Rorimer, Curator of the Cloisters and of medieval art at The Metropolitan 
Museum, considers this the most important exhibition of its kind ever held in the city. He also 
considers the exhibition a splendid climax to an exciting adventure in detection on the part of the 
museum staff.”44 This was a major achievement for the conservators and an institutional and 
curatorial victory for the museum. It presented a public relations boon but also a scholarly 
conundrum, as there were questions surrounding the tapestry itself. Many of these questions, 
including many regarding provenance and iconography, remain with us today.  
Numerous tapestry scholars have documented the nature of medieval European tapestry 
traditions, and a number have situated the Cloisters’ Nine Heroes within that tradition. Adolfo 
Cavallo’s 1993 book, Medieval Tapestries in the Collection of the Metropolitan Museum of Art, 
is a primer on medieval tapestry: the history of the art form, the methods of weaving, and the 
specific holdings in the collection of the Met.45 Within this grand catalog, Cavallo’s entry for 
The Nine Heroes contained a detailed formal analysis, an investigation of the iconography, and 
what is known of the provenance. Cavallo did not discuss the function of the tapestries or the 
 
44 Author?, “The Talk of the Town.” The New Yorker Magazine , 1949, 12. 





connections between these tapestries and the performance traditions that are the subject of this 
thesis. His chapter expands upon the work of earlier scholars such as Rorimer and Freeman, who, 
in 1960, wrote the only book on the subject of the Met’s Nine Heroes tapestries.46 Rorimer and 
Freeman contributed a detailed account of the acquisition of these tapestries as they were 
purchased by John D. Rockefeller and passed into the Cloisters’ collection.  
Thomas Campbell provided a broad historical context for The Nine Heroes in his 
exacting account of the various holdings, commissions, purchases, gifts, and tapestry 
acquisitions of royals across Europe from 1380-1500. Such historical records allowed him to 
reconstruct the history of specific tapestries and tapestry collections, but he did not find 
documents definitively connected to the Cloister’s Nine Heroes. In the catalogue to the 2002 
exhibition Magnificence: Tapestry in the Renaissance, Campbell gives an overview of medieval 
tapestry patronage and production. His brief mention of The Nine Heroes characterizes it as a 
popular subject from the fourteenth through the sixteenth century, of a type that may have been 
produced on spec and then personalized for specific buyers with “the inclusion of portraits or 
armorial borders.”47 This interpretation does not capture the dramatic presentation of kings in 
The Nine Heroes tapestries and the vibrant connection between this theme and the aspirations of 
Berry and his brothers, who had reason to commission tapestries on this subject.  
Jennifer Courts describes Jean de Berry’s practice of commissioning, purchasing, and 
owning art that displayed iconography affirming his identity as a ruler while at the same time 
expressing nostalgia for an earlier, more idyllic time.48 Michael Camille, writing on the Luttrell 
Psalter (1320–1340), describes how that manuscript reflects “a nostalgic vision of an earlier 
 
46 Rorimer and Freeman, The Nine Heroes Tapestries in the Cloisters. 
47 Campbell, Tapestry in the Renaissance, 24. 
48 Jennifer E. Courts, "Le Temps Venera: Establishing Visual Legitimacy in the Petites Heures of Jean De Berry." 





‘golden age’ of feudal order at a time of crisis and change in the agricultural and social 
system.”49 The Nine Heroes tapestries are a perfect example of art that created a visual link 
between the Valois rulers and the kings of an idealized past. They are heroes of past ages but 
appear in contemporary medieval dress in a gothic environment that could be Berry’s palace. 
These stylistic choices decrease the distance between the Valois brothers and the great heroes. 
Tapestries were routinely employed to promote political, civic, and religious identity.50 
There is no shortage of examples of how tapestries were used to make political statements, such 
as the 1393 incident, cited by Thomas Campbell, in which the duke of Lancaster refused to sign 
a peace treaty with the dukes of Berry and Burgundy in front of a tapestry depicting battle. 
Lancaster demanded that suitable tapestries be hung before conducting diplomacy.51 Similarly, 
Jeffrey Chips Smith, in his Article, Portable Propaganda Tapestries as Princely Metaphors at 
the Courts of Philip the Good and Charles the Bold, documented how the Gideon Tapestries 
were used to assert status, encourage group cohesion, and affirm the identity of members of the 
Order of the Golden Fleece. The famous tapestries, commissioned by Philip the Good (r. 1419-
67) in 1449, were displayed at all the gatherings of the Order of the Golden Fleece. Smith 
describes how the tapestries created an implicit association between Philip and the heroic 
Gideon. 
Philip, the modern Gideon, sat before a special cloth of honor and was surrounded 
by the woven scenes of his hero’s exploits. The communication of this analogy 
 
49 Michael Camille, "Laboring for the Lord: The Poughman and the Social Order in the Luttrell Psalter." Art History 
10, no. 4 (1987). 
50 Laura Weigert illustrates how three specific choir tapestries functioned to legitimate the authority of the clergy 
and coalesce the identity of their medieval communities. Laura Weigert. Weaving Sacred Stories French Choir 
Tapestries and the Performance of Clerical Identity. (Ithaca: Cornell University Press, 2004). 
51 For example, a contemporary account of 1393 records the splendor of the preparations made at Calais for 
the meeting between the duke of Lancaster and the dukes of Berry and Burgundy and relates that, at the 
first meeting, Lancaster objected to the display by his Continental hosts of tapestries depicting battle 
scenes, because these provided an inappropriate background to peace negotiations. The tapestries were duly 
replaced with others depicting the Passion of Christ, of which the duke approved.” Campbell, Henry VIII 





was, therefore, quite clear to those in attendance. He was their Gideon and the 
Golden Fleece knights were the elite warriors in the war against the enemies of 
the Christian church.52  
 
This is the first layer of theatricality that my thesis builds on; a particularly performative effect as 
tapestries inspired people to adopt fictional roles to augment and aggrandize their status as 
worldly beings. 
The above body of literature makes it clear that if The Nine Heroes tapestries belonged to 
Berry, they would have had utility in constructing his identity as an illustrious royal and 
historical figure. He would have seen himself reflected in the tapestry – his arms and his 
signature symbolic pattern of “u’s” and “y’s.” He would have been affirmed by the figure of 
Hector, who does not wear a royal crown, but a coronet—indicating that, like Berry, Hector, not 
formally a king, was a heroic royal figure none-the-less. And Berry would see in the brotherhood 
of kings a reflection of his own family—his own brotherhood of “kings.” As the tapestries 
passed to Berry’s nephew and to others in the Valois line, the owners would have continued to 
see their family crests and references to the connection between the kings of France and the great 
heroes of history. 
Thus far, I have reviewed literature on the general history of medieval tapestry, 
introduced the popular theme of the Nine Worthies, and have situated The Nine Heroes tapestries 
within the collection of the Valois princes. Much of that could be said for all the renditions of 
tapestries with the Nine Worthies as the subject. In order to focus on the unique performative 
aspects of the Cloisters’ The Nine Heroes tapestries I now turn to a review of texts that address 
medieval theatricality, and public spectacles.  
 






There is a considerable body of scholarship concerning music, theater, and performance 
in the middle ages. In order to explore the meaning and impact of the musical imagery within the 
tapestries, I have focused upon medieval court entertainments and public spectacle from the late 
fourteenth century onward and the occasions and the environments in which The Nine Heroes 
tapestries may have originated and been used. In her book, The Musical Sounds of Medieval 
French Cities: Players, Patrons, and Politics, Gretchen Peters meticulously researched the 
contracts and payment records between musicians and their employers in medieval cities across 
France between 1300 and 1500. This documentation demonstrates the omnipresence of 
musicians in medieval city life.53  
The musicality of the figures in The Nine Heroes tapestries has implications beyond 
simply documenting the presence of musicians in the life of the medieval court. Martina Bagnoli, 
Beth Williamson, and Vittorio Gallese have each explored how medieval art objects  
engage the senses and create empathic bodily experiences in viewers.54 The experience of the 







53 Gretchen Peters. The Musical Sounds of Medieval French Cities : Players, Patrons, and Politics. (Cambridge 
University Press, 2012). 
54 Bagnoli, A Feast for the Senses Art and Experience in Medieval Europe; Stevenson, “Material Devotion: Object 
as Performance Events” and "Performance Literacy: Theorizing Medieval Devotional Seeing." In Performance, 
Cognitive Theory, and Devotional Culture; Beth Williamson. "Sensory Experience in Medieval Devotion: Sound 
and Vision, Invisibility and Silence." Speculum 88, no. 1 (2013): 1-43.; Vittorio Gallese. "The Empathic Body in 
Experimental Aesthetics—Embodied Simulation and Art." In Empathy, edited by S. Weigel V. Lux, 181-199. 







Chapter 4. Performance and Theatricality: The Nine Worthies Perform 
The Nine Heroes have a distinguished place in the history of tapestry because they have 
survived when so many others have perished. Any text that attempts a thorough discussion of 
medieval tapestry is likely to have at least a mention of this famous masterpiece.   
Similarly, scholars of performance such as Lawrence Bryant, Jesse Hurlbut, Roger 
Loomis, and Laura Weigert discussed later in this chapter, when writing about medieval public 
ceremonies and spectacles frequently cite historical documentation of the enactment of the Nine 
Worthies at these events (see Appendix B). Nonetheless, despite this important coincidence, I 
have found no literature that explores the possible connection between the Cloister’s The Nine 
Heroes and the tradition of performance of the Nine Worthies. This thesis builds upon previous 
scholarship in tapestry, medieval theater, and performance to gain a new perspective on an old 
question: Why does this rendition of the theme of the Nine Worthies look so different from other 
versions of the same theme? I believe the answer is that this rendition presents the Nine Worthies 
as they might be seen within an actual performance or as they might appear in a tapestry that 
served as a backdrop to performance. 
There is a cluster of meanings associated with the word performance; three of these are 
relevant to understanding The Nine Heroes tapestries. The first definition of performance 
includes both the completion of a procedure and ‘‘actions or acts that take place before and are 
intended for the benefit of an audience.” 55 This is key to our discussion of The Nine Heroes 
because I believe that the audience depicted within the tapestry creates the condition for 
performance. A third meaning of performance applies to “the civic sphere [where the word 
 
55 Laura Weigert. "Performance." Studies in Iconography, Special Issue Medieval Art History Today—Critical 





refers] to the symbolic practices through which the power of the ruler or the social status of 
individual is configured and conveyed.”  
My thesis has already argued that The Nine Heroes tapestries are designed to configure 
and convey the power and social statues of the ruler who owns the tapestry. A related term, John 
Austin’s neologism “performative,” refers to “a particular kind of utterance that accomplishes an 
action as the words are spoken, such as ‘I do,’ stated within the vows of the marriage 
ceremony.”56 One performative power of the tapestry is activated when the owner of the tapestry 
gains status by its very presence.  
 
The Audience 
An audience is essential to the first definition of performance mentioned above, and I 
now turn my attention to the most distinctive feature of The Nine Heroes tapestries—namely, the 
diegetic audience, whose purpose has not been resolved. It is easy to speculate upon the purpose 
of these active and watchful figures. Is the tapestries’ gallery of spectators a variant on a border? 
In the fourteenth-century borders with playful characters were common in manuscripts, but there 
is no evidence of such designs in fourteenth-century tapestries. Like figures in the border of a 
manuscript, the crowd within the tapestry might offer the viewer a model of how to participate in 
the tapestry.57 But I question whether the attendant figures in The Nine Heroes tapestries occupy 
a border. They are not marginal and seem to be as essential to the composition as the Worthies 
themselves. Perhaps the audience is there because the Worthies do not stand alone and without 
context. The audience provides a direct reference to a performance, spectacle, or theatrical event.  
 
56 John, L. Austin. "Lecture I." In Performance: How To Do Things With Words, in Performance: Critical Concepts 
in Literary and Cultural Studies, edited by J.L. Austin, (Oxford: Oxford University Press, 1975.) 91-96. 
57 Camille, Laboring for the Lord. See Camille for a discussion of how figures in the boarders of manuscripts may 






Redux and Expansion: How the Nine Heroes Tapestries Differ from Usual Portrayals of the Nine 
Worthies 
Every image of the Nine Worthies can be read as an allegory of good government, but 
The Nine Heroes tapestries are also about performance and spectatorship. A series of specific 
formal choices conveys these meanings. The architectural frame of the tapestry provides a stage 
to display the Worthies and a gallery to display the audience. The gestures of the characters 
indicate speech, music, and dance. The Heroes in the tapestries are posed and displayed like 
personifications of Worthies shown in live enactments, as the courtiers and attendants in the 
tapestries resemble depictions of audiences of live entertainments. In contrast to the standard 
portrayal of the Nine Worthies, these tapestries may contain references to the live enactment of 
the Nine Worthies as viewed by the audience at a public spectacle and to the use of the tapestries 
in performance events. Moreover, if these are so, such resonances would have been immediately 
legible to a medieval audience.  
The Nine Worthies usually appeared as a group of freestanding individuals, each with a 
distinct visage, demeanor, and coat of arms. The earliest surviving images are the thirteenth-
century sculptures on the façade of the town hall in Cologne, Germany, and a vivid sculptural 
group of the Nine Worthies dated 1389-96, still on display in Nuremberg (figs. 10 and 11). The 
earliest existing examples from France are the illustrations of Nine Male and Nine Female 
Worthies in a 1404 manuscript (fig. 12). A somewhat later example, a 1420 fresco in the Castella 
della Manta in Saluzzo, Italy, presents the Nine Males and Nine Females in procession around 
the room (fig. 13). All of these examples show the Worthies as a grouping of individuals 





group, artistic depictions of the heroes show them on individual pages or panels, and sometimes 
on horseback.  
There are written records that document the existence of many tapestries of the Nine 
Worthies in the fourteenth and fifteenth centuries, but the tapestries themselves are now lost and 
none are described in detail. Instead, we must turn for comparanda to surviving Nine Worthies 
tapestries from the early sixteenth century.58 These usually show a single Worthy on horseback 
on each panel. Figures 14-16 show three examples of Nine Worthies tapestries c. 1500. Each of 
these panels represents a separate set in the Getty archive, each of unknown origin. Only one has 
the owner indicated. Each panel shows an equestrian Worthy on horseback with two attendants, a 
squire and a groom. It is fair to assume in each of these sets there would have been nine panels, 
each with a Worthy on horseback. A more intact example of this style is the set of tapestries of 
the Nine Worthies currently on display in the hall of Preux in Langeais Castle (1525-1540) (fig. 
17). In this set, each of the seven tapestries (two are missing) presents a Worthy on horseback 
with two men in attendance. Though these tapestries are considerably later than the Cloisters’ 
tapestries, they still give a sense of the typical portrayal of the Nine Worthies and create a 
contrast with The Nine Heroes tapestries, which are unique among known images of the Nine 
Worthies. The Cloisters’ tapestries present each Worthy enthroned within a multilevel structure, 
surrounded by an entourage and audience, a presentational style that gives The Nine Heroes a 





58 See Thomas Campbell and Adolpho Salvatore Cavallo for discussions of the historical record of tapestries with 





Tapestries in Procession and Performance and the Live Enactment of the Nine Worthies  
The social realm within The Nine Heroes tapestries (the diegetic world) reflects the 
external world in which it was created. The late fourteenth century saw a growing urban 
population in Burgundy as well as other parts of Europe. Increased civic engagement was 
expressed in grand spectacles, processions, and performances that proliferated in the public 
sphere and within the walls of the elite royal court. New texts for plays were accompanied by 
elaborate stage sets, large tapestries, and painted textiles. The Nine Heroes tapestries were 
created in this environment. 
In medieval France there were at least three performance venues that included tapestries 
and imagery of the Nine Worthies: royal entry ceremonies, civic and religious spectacles, and 
gatherings within the Valois court.59 This section of the thesis will look at the role of tapestries 
and the Nine Worthies in entry ceremonies and public spectacles. But first, I begin with the 
Valois court and a closer look at how and why the theme of the Nine Worthies was used by the 
kings of France. 
 
The Nine Worthies Inside the Valois Court 
The Cloisters’ The Nine Heroes tapestries have been most closely connected to Jean de 
Berry who was known for ostentatious displays of wealth, particularly through his patronage and 
display of art. In his most famous portrait on the January Page of the Très Riches Heures, he 
 
59 In entry ceremonies and reenactments, “Heroes and their exploits dominated these stories, and battles made up 
much of the action. Staging along the route of processions or during banquets combined depictions of the Nine 
Worthies or presented isolated examples of their individual prowess.” Weigert, French Visual Culture, 126; Claire 
Sponsler draws connections between “spectacles and ceremonies which relied on visual display to communicate 
with audiences, [and] wall painting and painted or woven tapestries [that] depended on spectatorship.” Sponsler 
names The Nine Heroes tapestries as one of the best known “large-scale historical tapestries of the fourteenth and 
early fifteenth centuries which were probably used for civic or religious ceremonies…” p. 68. Claire Sponsler. The 






presides over a new year’s feast replete with tapestries on display and beautiful objects on the 
table (fig. 18). At such special occasions, he would have also provided live entertainment for his 
guests. It is likely that at a festive gathering in his court there would have been courtiers, 
musicians, priests, knights, soldiers, and even little dogs like those shown in The Nine Heroes 
tapestries and in the Très Riches Heures.60  
In Jennifer Courts’ analysis of Berry’s Petites Heures, she demonstrates the use of luxury 
art to promote his political aspirations and to articulate his suitability to rule. The Petites Heures 
is typical of Berry’s art objects that contained visual language that connected him historically to 
great kings of the past such as Louis IX and the rulers of the Capetian dynasty. This connection 
reaffirmed the divine right of kings (discussed in Chapter 1) and, by association, the divine 
nature of the Valois’ claim to the French throne. As the symbolic embodiment of virtuous, 
strong, and wise leadership, the Nine Worthies were a reassuring and useful image for leaders to 
project in turbulent times.  
The Nine Heroes tapestries were likely woven in the last decades of the fourteenth 
century, a period characterized by war, plague, and religious schism. The lives of Berry and his 
brothers were greatly impacted by the Hundred Years War (1337-1453), the ongoing contest for 
French rule between the French Valois and the English Plantagenet, and the conflicts among the 
leaders of the Catholic Church that resulted in a split within the papacy.61 These events occurred 
while Europe was in the grip of the plague known as the Black Death, which peaked in Europe 
from 1347-1351 and devastated the population. In the midst of political upheaval and societal 
 
60 All of these details, including the dogs, can be seen in “The January page” of the Très Riches Heures.  
Musée Condé, Chantilly. Les Très riches heures du Duc de Berry, introduction and legends by Jean Longnon and 
Raymond Cazelles, preface by Millard Meiss [Translated from the French by Victoria Benedict]. (London: Thames 
and Hudson, 1969). 
61 Regarding the political role of tapestries in the expression of French royalty and the right to rule, Campbell wrote, 
“As one of the most eye-catching components of French royal regalia, the appropriation of the Valois tapestries for 
the ceremonial use of the English court was thus a logical part of efforts to consolidate the Lancastrian claim to the 





change, Berry and his brothers used their military and their cultural influence to defend their 
position as the rightful rulers of France. Coded imagery in artistic projects was one means to 
claim connections with earlier dynasties and to draw parallels between the Valois and kings of 
more stable and peaceful times. The tapestries brought the idealized royal lineage into the room 
by conceptually linking its owner to great rulers from the classical world, the Old Testament, and 
the crusades.  
A visitor to the Valois court may have been entertained by live actors dressed as 
Worthies performing their signature heroic acts or by a tableau vivant with actors posed to 
resemble The Nine Heroes tapestries positioned in front of those tapestries. At some point there 
may have been a reading of poetry, classical literature, devotional texts, or instructional books 
such as Mirrors for Princes, which included lessons on governing.62 Sponsler describes how 
tapestries were sometimes used as didactic illustrations and teaching materials for such readings. 
The Nine Heroes sometimes regarded as “an allegory of good government” would have been a 
fitting backdrop for that activity. 63 For example, a reading of the twenty-third psalm, attributed 
to King David, might have taken place in front of the figure of David in the tapestry, or a person 
reading a lesson on military strategy might point to the relevant Worthies to illustrate the lecture 
and describe their victories.  
 
62 For an in-depth discussion of the history of Mirrors for Princes see the following. Christine de Pizan’s The Rules 
for Kings and other Mirrors for Princes were popular texts that provided guidance to young princes as to how to be 
honorable men, effective military leaders, and wise rulers. Christine de. Pizan "Livre des faits et bonnes mœurs du 
sage roy Charles V." In The Writings of Christine de Pizan, by Christine de Pizan, edited by Charity Cannon 
Willard. (Persea Books, 1994); Forster, Regula Forster and Neguin Yavari, ed. Global Medieval: Mirrors for 
Princes Reconsidered. (Boston: Ilex Foundation, 2015); Haghighat, Seyed Sadegh. "Persian Mirrors for Princes: 
Pre-Islamic and Islamic Mirrors Compared." In Global Medieval: Mirrors for Princes Reconsidered, edited by 
Regula Forster and Neguin Yavari, (Boston: Ilex Foundation, 2015) 83-93. 
63 Sponsler, The Queen's Dumbshows. Claire Sponsler explores the relationship between text and painted and woven 
textiles. Her section on the use of textiles as background for the dramatic readings of texts describes how performers 





Even without live actors, the tapestry on the wall would have communicated silently the 
genealogical connections, political alliances, and governing philosophy of the Valois princes. In 
addition, the possibility exists that The Nine Heroes tapestries were created to be displayed at a 
specific event or were intended to reference or commemorate a specific occasion, entry 
ceremony, or festive celebration. In that case the patron and the artists created a permanent 
tribute by memorializing the fleeting spectacle in a tapestry.  
 
Spectacles, Processions and Entry Ceremonies 
Tapestries contributed to the pageantry of grand occasions where they enhanced the 
splendor and festivity of state ceremonies, religious holidays, weddings, and festivals, adorned 
parade routes, and were carried in processions. In C. H. Timperley’s 1839 description of 
ceremonies of the public procession of Margaret of Anjou, wife of Henry VI, on her visit to 
Coventry in 1455—unfortunately without documentation of primary sources—the nineteenth-
century scholar vividly details the use of tapestries, the building of performance stages, and the 
mixing of sacred and secular themes: 
The fronts of the houses in the streets through which the processions passed were 
covered in rich adornments of tapestry, arras, and cloth of gold… at certain 
distances, in places appointed for the purpose, the pageants were erected which 
were temporary buildings representing castles, palaces…. The legends of chivalry 
and the Christian divinity were ridiculously jumbled together without meaning.64  
 
The same events that included displays of tapestries also frequently included live actors 
personifying any or all of the Nine Worthies. Enactments of the Worthies were particularly well 
documented in entry ceremonies across Europe and England. When an illustrious person 
officially entered a medieval city, they were met with great pomp and circumstance in the form 
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of an entry ceremony organized by the city leaders. All the Valois brothers were feted with entry 
ceremonies at various times. Berry himself participated in the grandest of entry ceremonies—
those into Reims and Paris for the royal coronations of his brother, Charles V (in 1364), and his 
nephew, Charles VI (in 1380). 
During the entry ceremony the nobles were greeted by the local officials and populace 
and met with a celebratory decorated streetscape full of people, music, staged tableau, dramas, 
pageants, and enactments, in which they may have seen actors dressed and posed as the nine 
male and nine female Worthies. As Thomas Campbell describes Henry VI’s 1431 entry into 
Paris: 
Before his arrival in the city he was greeted by mounted figures representing the 
God of Fame and the nine male and nine female Worthies, a reminder of the 
extent to which the exemplary characters represented in contemporary tapestries 
also provided the main themes of courtly pageantry. During his progress into the 
city, pageants were also mounted at key junctures on stages that were hung with 
tapestries and precious cloths. Henry was crowned at Notre Dame on December 
16. It seems safe to assume that these grandiose events took place against a 
backdrop of the Valois tapestries.65  
 
Jesse Hurlbut has documented over two hundred entry ceremonies for the Burgundian dukes 
Philip the Good (1396 – 1467) and Charles the Bold (1433 – 1477) and their wives and children. 
His description of entry ceremonies, suggests a plausible theatrical context for The Nine Heroes 
that can contribute to our understanding of certain aspects of their content, composition, and 
stylistic qualities.66 Hurlbut’s description of a typical entry ceremony includes musicians, 
soldiers, and groups of spectators who observe the performance of actors dressed to personify 
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heroic figures. In other words, a scene not unlike the picture before us when we look at The Nine 
Heroes tapestries.67  
The standard entry ceremony, as described by contemporaneous accounts, contained 
several components. The entering royals were met at the city gate by a group of civic leaders. 
From there, the entourage made a procession through the town, joined by people from significant 
groups within that town. Along the route, there were performances and displays of entertainment. 
At various locations, civic leaders might petition the royals for certain favors and freedoms and 
pledge their loyalty. The royals would grant favors and promise protections. The procession 
ended when the royals had entered the church, cathedral, or castle that was the destination. Jesse 
Hurlbut recounts a typical Burgundian entry ceremony in the quote below. 
After a brief welcoming speech from the municipal spokesperson, the combined 
parades [the parade of the royals who were entering and the parade of the citizens 
of the city being entered] progressed towards the city gates where extraordinary 
decorations prepared by the citizens had transformed the face of the city. Within 
the city’s walls, the parade route was elaborately decorated with tapestries, 
torches, and emblems of the duke, the city, and local guilds, and prominent 
families. Between the city gates and the ducal residence, wine fountains provided 
refreshment for the general public, and temporary stages erected on the main 
intersections and plazas offered entertainment. The mime plays produced on these 
stages generally depicted biblical, historical, or allegorical scenes. Finally, a 
festive banquet usually greeted the noble parade as the participants entered the 
official residence.68 
 
This description illustrates how entry ceremonies created an extravagant and festive atmosphere 
for the general public and how the Nine Worthies were associated with these occasions. Not 
every entry ceremony would have included an enactment of the Nine Worthies, but records do 
document their presence at many events. Appendix B lists evidence of the Nine Worthies at entry 
ceremonies and civic spectacles. The earliest mention of a live enactment of the Nine Worthies 
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references a pageant presented at Arras in 1336.69 By 1420, an account of the entry of Henry IV 
into Paris reported that such ceremonies routinely included mounted actors dressed as Worthies, 
live staged performances, and tapestries on display. And, in 1455, the Worthies gave welcoming 
speeches at an entertainment for Queen Margaret on her entry into London.70 
At the cross there were nine pageants and in every pageant a speech from one of 
the nine conquerors. Joshua in his speech told her majesty, that if anyone dared to 
do her wrong, he would fight for her; David told her that … he had slain Goliath, 
and would obey her as a kind knight for the love of her liege Lord, King Henry.71  
 
Ultimately, it is no accident that the Nine Worthies was a common theme for art and 
entertainment at entries. The ceremonies were an occasion for the ruler and the ruled to meet; 
where civic leaders petitioned the nobility for resources, alliances, or favors, where contracts 
were signed, protection promised, and loyalty was expressed.72 The petitioning populace looked 
to the ruler to be fair, powerful, and capable of meeting the needs of the people—to be worthy—
and the entry ceremony was an opportunity for the citizens to laud and flatter their ruler—to be a 
hero. One way they did that was through imagery and performance that suggested a favorable 
comparison between the noble person being honored and models of good leadership such as the 
Nine Worthies.  
Furthermore, when the people of Nevers wanted to produce a pageant of the Nine 
Worthies, they looked to a tapestry for instruction. As mentioned earlier, a tapestry of the Nine 
Worthies was used as a model for the entrance ceremony for the entry of Marie d’Albret, 
Countess of Nevers in 1457.  
 
69 The 1336 pagent in Aaras is mentioned in Rorimer and Freeman, The Nine Heroes Tapestries at the Cloisters, 
Egorov, Charismatic Rulers, and Loomis, Verses on the Nine Worthies. 
70 Campbell, Henry VIII and the Art of Majesty, 32. 
71 Timperley, Dictionary of Printers and Printing, 126-127. 
72 Murphy, Neil. Ceremonial Entries, Municipal Liberties and the Negotiation of Power in Valois France, 1328-
1589. (Brill: Leiden/Boston, 2016). Murphy demonstrates the political function of entry ceremonies and their 





The council of the Burgundian city of Nevers paid Régnault de la Forest and 
Philippe du Pont to ‘see and report [on] in writing’ a tapestry of the Nine female 
and Nine male Worthies in the collection of the Count of Bourbon. This task 
required two trips to the count’s residence in Moulins in 1457. Following the 
visits, the Nevers council coordinated the making of head-dresses, costumes, and 
shields for eighteen men and women who would adorn the entry of Marie 
d’Albret, Countess of Nevers, into the city.73 
 
When describing this project, Weigert asked the question, “Could it be that the council turned to 
the count’s collection because it believed that these figures not only should but could look like 
tapestries?” I ask in turn, might The Nine Heroes tapestries contain references to such a 
spectacle—a tapestry depiction of performers posed in imitation of a tapestry? Even if the 
tapestry was not meant to portray an explicit theatrical event, the contemporaneous audience may 
have associated the Heroic figures in the tapestry with Worthy enactors who were often seen on 
special occasions.  
Although there are written accounts of personifications of the Nine Worthies at public 
celebrations from the fourteenth through sixteenth centuries, early visual documentation is 
absent. It is not until approximately one hundred years after The Nine Heroes was produced, that 
we can see visual representations of Worthy enactors. Although obviously later than The Nine 
Heroes tapestries, this falls well within the dates that the tapestries would likely have been in 
use. An illustrated manuscript was presented to Joanna of Castile’s on the occasion of her entry 
into Brussels, December 9, 1496. The manuscript, which bears no indication of the artist or 
author, is the earliest and most detailed visual account of such an event and describes the entry 
ceremony in great detail.74 The manuscript contains illustrations of the varied staged 
performances along the parade route and includes images of the people who participated in the 
processions: representatives from government, the military, religious organizations, local guilds, 
 
73 Weigert, French Visual Culture ,125. 
74 See Laura Weigert for a more detailed discussion of this manuscript and of the Entry of Joanna of Castile into 





and entertainers. The figures in The Nine Heroes tapestries also include representatives of those 
groups, including knights in elaborate armor; soldiers with simple tunics, swords and shields; 
clerics, and musicians. We can easily imagine that the figures in the tapestry might refer to a 
procession with archers, men bearing pennants, musicians and entertainers. In the tapestry, as in 
documented accounts of public ceremonies and spectacles, people from across the social 
spectrum, from banner-carriers to queens, come together to participate.  
Several of the staged performances at Joanne of Castile’s entry ceremony involved 
female Worthies. They appeared on raised platforms arranged so that, as the procession passed, 
the curtains would open to reveal the heroic woman posed standing or seated with attendants or 
shown enacting iconic scenes such as Semiramis or Judith beheading Holofernes (fig. 19). These 
presentations of brave and virtuous women symbolically suggested that the public regarded 
Joanna of Castile as similarly brave and virtuous—a sign of their faith that she would be a good 
and just leader. The offering of these women as models and reflections of Joanna demonstrates 
the argument that leaders were expected to be like the Nine Worthies; to act like them, look like 
them, and use them as role models. The producers of the entry ceremony for Joanna probably 
intended this parallel between her and the heroic women, just as the producers of The Nine 
Heroes tapestries probably intended to draw parallels between the Valois princes and the Nine 
Worthies. 
Civic spectacles and entry ceremonies required physical engagement of the viewers. 
Written and illustrated accounts describe the populace along the route kneeling, standing, 
cheering, shouting, and actively relating to the members of the ceremonial procession. Active 
viewing of the performances on the processional route also required significant motion. The 





action at once. Multiple scenes were performed simultaneously. The audience would have 
proceeded from platform to platform to view the action.  
The physical movement necessary for viewing the civic spectacle is similar to the activity 
involved in viewing a tapestry series hung around a room or public space. In both cases the 
viewer’s body and gaze travels from scene to scene. To read a tapestry the viewer must adjust 
their position as they explore the imagery in each corner of the composition. One walks before 
each panel and on to the next as the scenes change and the drama unfolds, defying the viewer to 
take it all in at once. Similarly, Jesse Hurlbut describes the entry ceremonies of the Burgundian 
dukes as a scene in which the center of attention shifted as the citizens and the duke created the 
spectacle together through reciprocal interaction and as the citizens focused attention on the duke 
and the duke looked out at the people and the city. 75 Within The Nine Heroes tapestries we can 
see the point of attention shift as the characters relate to one another, look out at the viewer, and 
witness the Worthies who command the attention of all.  
Actors within staged performances at the spectacle add a third dimension to the dynamic 
between the royals and the audience. Weigert recreates a sense of the staging of the 
performances in Joanna’s entry ceremony “… the solid stances of each of the nine Worthy 
women create a continuous sequence of immobile figures that forms the core of the series of 
stagings.”76 Similarly, I would argue that the heroes in The Nine Heroes tapestries could be 
regarded as “immobile figures,” which serve to organize a “series of stagings.” In the tapestries 
the heroes remain solid while the characters around them are in motion. The physical structure of 
The Nine Heroes tapestries has not previously been interpreted as a stage. I propose that there are 
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remarkable similarities between elements within the tapestries’ composition and late medieval 
stage sets recorded in prints and paintings. 
 
The Architecture of Spectatorship within the Tapestries 
The architectural frame of The Nine Heroes tapestries is designed for performance and 
spectatorship. The gothic structure with multiple niches was a common form in manuscript 
illumination and altarpieces, and it should be noted as well that gothic churches were also 
designed for performance and spectatorship. The gothic church is a performance space with 
stages for the worship of relics, altars for the liturgy of the Eucharist, aisles for processions, and 
pews for active spectators who participate in the service by watching, praying, reciting, sitting, 
standing, and kneeling—all accompanied by ecclesiastical props, costumes, and decorated sets. 
In the tapestries, vaulted arches, turrets, crenelated roof and quatrefoil perforations, there are 
clear references to grand gothic cathedrals and castles. However, the architectural structure 
within the tapestries also certainly shares characteristics with the stage sets seen in the 
illustrations of the entry of Joanne of Castile and the illustrations of the 1515 entry of Archduke 
Charles of Spain into Bruges.77  
As in the tapestries, the architectural structures for viewing entry ceremonies and other 
theatrical spectacles contained multiple platforms for the central characters. The viewing 
audience was also on display in specially designed raised platforms, multi-level seating 
arrangements, loggia, and upper galleries. Figure 20 shows a woodblock print of a medieval 
 
77 See Weigert, French Visual Culture for a discussion of Remy du Puys’ illustrations of the entry of Archduke 
Charles of Spain. Lacking earlier visual comparanda, these later accounts may offer possibilities regarding what is 
lacking in the record. We know from written accounts that the Worthies were present at events during the fourteenth 
century, and we know that there were stages; but only the fifteenth and sixteenth century sources offer images of 
staged worthies. Of course, it is very possible that the 1515 stages do not resemble stages from 1385. Yet it is 






theater. The print does not show the stage or the performance. The subject of the print is the 
audience, in their seats, in the theater entrance and lobby, and in front of the theater. Clearly the 
artist imagined the audience as equal to the players and equally entertaining. The viewer of the 
print watches the audience watch the players just as the viewer of the Hebrews panel of The Nine 
Heroes tapestries will find the audience in the loggia to be highly entertaining.  
The noble women and their entourage lean and look over the balcony like the audience in 
so many prints, paintings, and tapestries that show tournaments and other public spectacles. In 
the tapestry of The Joust of the Amazons and the manuscript painting of Jacques de Lalaing 
Arriving at a Joust with the Counts of Maine and Saint Pol, the audience is an essential part of 
the scene as they look out, towards the viewer, from an elevated structure (figs. 21 and 22). Are 
the members of the audience within The Nine Heroes tapestries observing a performance? Is it 
possible that the tapestries are designed to resemble the theatrical enactment of the Nine 
Worthies?  
 
The Multi-Media Nature of Medieval Spectacles 
During medieval entry ceremonies and theatrical spectacles actors performed as the nine 
male or female Worthies upon stage sets specially constructed for the occasion. These events 
were multi-media performances characterized by fluidity between modalities. Stage sets might 
display figures on multiple levels; but not all of those figures were live actors. Many 
reenactments involved painted and sculpted figures, as well as live actors occupying the same 





Charles of Spain a stage is shown visually divided into three levels (fig. 23).78 The main level 
contains live actors, painted figures, and sculpted figures, all understood to be present and active. 
The second level has painted scenes of land and ocean, and the third level shows trumpeters on 
the roof of the structure displaying heraldic arms. Are the trumpeters painted? It is unclear but 
seems likely. The dramatic action takes place in two large rooms on the main level. On the left, 
Flanders Louis de Mâle honors a sculpture personification of Bruges. On the right, Esther, one of 
the Nine Female Worthies of the Old Testament, is seen with King Ahasuerus. The wings of the 
stage contain painted figures of a prophet and a sibyl.  
The mingling of civic heroes and biblical heroes occurs again on another stage. Along the 
parade route on the same occasion, living and painted figures share the stage on a single-level set 
(fig. 24). The stage is divided into two main spaces. To the left, one of the Nine Worthies, the 
Old Testament hero Joshua, divides the land of Israel between the twelve tribes of Israel, and to 
the right, Lyderic gives the city of Bruges to his son Ganymede.  
Both of the above staged performances illustrate the use of complex and 
compartmentalized multi-media stage settings that draw parallels among a current event, a civic 
leader, a historical biblical event, and one of the Nine Worthies. Although the theme of the Nine 
Worthies is not made explicit in these enactments, it would have been understood by an audience 
aware that the Nine Worthies were allegorical figures to address the acts of government. When 
an example of a wise and benevolent ruler was called for, it was natural to choose one of the 
Nine Worthies. The side-by-side staging of the stories of Joshua and Lyderic creates an explicit 
parallel between the biblical hero and the Belgian hero, as if the events were equivalent. Indeed, 
 
78 Illuminated page from Remy du Puys, La tryumphante et solemnelle entré … de Charles prince de hespaignes, 
1515 (Vienna, Österreichische Nationalbibliothek, Cod. 2591, fol. 19 verso). Reprinted from Weigert, French Visual 





both vignettes show a great man giving land to his people and contributing to the strength and 
history of his nation.   
In the scenes depicted in figures 23 and 24, live actors play the Worthies and civic 
leaders, but that was not always the case. In some performances there were live actors, painted 
actors, and sculpted actors. If The Nine Heroes tapestries refer to a performance, it could be a 
reference to events in which live actors played the Worthies in front of a live audience, or the 
portrayal of live Worthies performing with a painted audience, or painted Worthies performing 
with a live audience, or the tapestries may have served as a backdrop to live performances. The 
fluidity and permeability of the media is remarkable, even if the precise situation is unknowable. 
The close relationship between tapestries and theater is demonstrated when tapestries are 
used as set pieces, when theatrical spectacles are modeled after tapestries and within the 
composition of the tapestries themselves. This connection is clear in the early fifteenth-century 
document, Excerpts from the Account Books of the Church of Sainte Madelaine of Troyes, 1425-
1430. This original document is a detailed record of a transaction between the Church of Saint-
Urbain of Toyes and the painters commissioned to design a set of tapestries of the legends of St. 
Urban and St. Cecilia. The written instructions to the artists describe the desired events to be 
depicted; the characters and their gestures, temperament, demeanor, and dress; their appearance 
and bodily characteristics; the interactions between characters, and the lines of text to appear 
above or below the figures. The description that guides the artists who designed the tapestries 
could easily also be used as instruction for live actors.  
The interrelationships between various medieval media create the possibility that The 
Nine Heroes tapestries were not simply experienced as decorative hangings, but rather as 





tapestries enabled viewers to experience the figures within the tapestry as active agents. This was 
especially important because the Nine Worthies were standing in for the current rulers, merging 
the past and present, historical and contemporary, the legendary and the real. The audience 
familiar with the legends of the Nine Worthies and their use as allegorical figures would have 
perceived these parallels and recognized the theatrical references in the tapestries.79 
The final section of this paper delves into the relationship between objects, performance, 
and audience perception. Jill Stevenson’s concepts of performance literacy and infiction explain 
how the application of previous knowledge, expectations, and experience with devotional media 
and popular culture would have enabled viewers to transform an encounter with the tapestries 
into a performance event of political significance. Several of the writers discussed in this final 
section claim that medieval audiences may have experienced images such as manuscripts or 
sculptures, as if these inanimate objects were alive, that the viewer had a bodily response to these 
images similar to the bodily response experienced during a live theatrical performance. With 
their larger than life-size figures and dramatic settings, tapestries are particularly suited to such 
response. They form a backdrop for the live action in a room while also bringing two-
dimensional representation into the room.80 The images on the walls gained permeability as 
nobles claimed membership among the Nine Worthies and onlookers could vicariously join the 
crowd of attendants. 
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The experiential alchemy of synesthesia by which viewers transform one medium into 
another or into sensual experience has been described by a number of medieval scholars. In her 
exploration of the element of sound in medieval art Emma Dillon explains how representations 
of movement and music can be experienced as musical;81 in other words, explaining why the 
viewer of the tapestry is likely to have a visceral reaction to an image of a person dancing and 
banging a drum.82 Imagery of people playing musical instruments and dancing within The Nine 
Heroes tapestry create a picture of “audible performance.” Viewing the tapestry is a listening 
experience even though the listening is not done so much with the ears as with the eyes and a 
body attuned to interpret and resonate with the images. Contact with the theme of the Nine 
Worthies in art, literature, and performance would have contributed to the performance literacy 
and infiction of the medieval audience.  
The musical imagery in the tapestries is typical of the musical activity in court life and in public 
spectacles, where Jesse Hurlbut found evidence of “pealing bells, cannon salvos [artillery 
salutes], musical fanfares, singing, shouting, and formal speeches.” According to Hurlbut, while 
the entry parade was greeted by a fanfare of woodwinds, “at least in a few cases musicians 
performed on or near the stages of the mime plays. For these performances we find almost 
exclusively the soft (bas) instruments—organs, harps, dulcians, and lutes—as opposed to the 
loud (haut) instruments otherwise recorded for the entries.”83 All of these instruments are visible 
in The Nine Heroes tapestries. The bas instruments (harp, lute, zither) appear on the loggia level 
alongside the royal women and the haut instruments (a flute, tambourine, fiddle) are visible on 
the lower levels of the Julius Caesar panel. Musical imagery is particularly prominent in the 
Pagan and Hebrew tapestries, though there is no way of knowing what musicality might have 
been present in the four missing panels.    
 
81 Martina Bagnoli, A Feast for the Senses. The 2016 exhibition titled A Feast for the Senses Art and Experience in 
Medieval Europe aimed “to recover the traces of sound, smell, taste, and touch inherent in the materiality of late 
medieval objects and to give them a voice.“ “In the classical tradition, hearing and sight were considered the most 
cerebral sensations; medieval theologians valued hearing as the gateway for divine truth, since it was through the 
spoken word that one could acquire knowledge of God.”. 35, 96. 
82 Dillon, “Sensing Sound.” In A Feast for the Senses: Art and Experience in Medieval Europe, edited by Martina 
Bagnoli, 95-116. (New Haven: Yale University Press, 2016) 95-116, 104. 





Conclusion: Mediality, Materiality and the Ongoing Power of the Charismatic Object 
The musicians and the spectators of the Nine Heroes establish that there is a performance 
taking place within the tapestry. There remain the questions of how many performances are 
happening and who is performing for whom. I propose that The Nine Heroes tapestries look 
different from most depictions of the Nine Worthies because the subject of the tapestries is not 
simply the Nine Worthies; rather, the subject is both the performance of the Nine Worthies and 
the experience of viewing such performances. In addition to the traditional images of the Nine 
Worthies, i.e., each Worthy standing or on horseback with their arms, the tapestries contain 
references to the performance dimension of the Nine Worthies and to the use of tapestries in 
performance. I have presented evidence to demonstrate how and why performance and 
spectatorship play a part in this design. I have opened up the possibility for the intersection 
between traditional depictions of the Nine Worthies and this unusual theatrical depiction. I first 
established the use of tapestry in performance and spectacle and then described some of the 
documented events at which the Worthies were performed, including possible times when 
performance would have incorporated the tapestry or used the tapestry as an essential backdrop. 
The Nine Heroes tapestries are not a picture of an entry ceremony like Jean Fouquet’s 1455-60 
painting of the 1350 entry of John II of France and Joan I of Auvergne into Paris after the 
coronation at Reims (fig. 25). Although it may be true that their inspiration and intended purpose 
have become increasingly less legible to viewers over the centuries, I would argue that the use of 
these tapestries was flexible. They may contain a combination of elements of such performances 
that allowed the tapestries to elicit associations to such enactments.  
The tapestries reflect a fluid conception of art, including performance, enactments, and 





spectatorship. This fluidity reinforces the relationship between the Worthies and the viewer of 
the tapestry. If The Nine Heroes tapestries reference enactments of the Nine Worthies, this places 
them in a theatrical context that reflects how the Nine Worthies were present in daily life and 
how they “came alive” to participate and interact with people.  
The Nine Heroes tapestries contain structure and iconography that can be conceptually 
connected to myriad performance traditions in medieval France. While many of those 
associations were very specific to their time and place, the tapestries also have shown their 
potential for universal appeal. They have endured as charismatic and complex material objects. It 
is to the material nature of the tapestries that I now turn. In this conclusion I wish to explore how 
the missing and unknown elements of the tapestry have become part of the object and how the 
existent material properties of the tapestry are central to our experience.  
 
The Impact on the Viewer 
It is impossible to experience the tapestries from the perspective of their originally 
intended audience, and there is an inevitable disconnect between how the tapestries may have 
been used and experienced in the Valois court and how they are used and experienced today at 
the Cloisters. Tapestries that were a colorful backdrop for pageantry, with imagery full of 
familiar popular cultural associations, may later be experienced as enigmatic. Yet the tapestries 
maintain enduring qualities that transcend their immediate cultural context. 
Let us turn to the most tangible aspects of the tapestries. Even six hundred years ago the 
size of the tapestries was essential to their prestige, and this scale still contributes to the physical 
and psychological impact upon the viewer. They form a parallel architectural and social 





figures, creates a rhythmic pattern and visceral response. The large tapestry can engage the entire 
visual field, and the plethora of details and visual complexity cannot be interpreted in one glance. 
The viewer must work to make sense of the experience and draw meaning from the images. 
Beth Williamson describes how a work of art can be a catalyst for sensory phenomena 
that evoke devotional experience. Following that model, the viewer may actively engage in an 
act of transforming the inanimate object into an authentic experience of communion.84 Related 
sensory phenomena were explored by Vittorio Gallese and David Freedberg, who explored 
emotion and empathy in the viewer’s response to art. They describe how mirror neurons create 
an experience of embodied simulation that occurs when the viewer of a work of art perceives 
traces of the artist’s hand.85 Such personal traces are visible in the expanse of woven wool, which 
has a textured surface that reflects the hands of a team of weavers working from the cartoons of 
the designer. The contributions of all of those artists and artisans are visible and tactile in the 
final product and can still be seen today. In fact, because of the object’s deterioration, we can see 
traces of artistic labor that would have been hidden from contemporaneous viewers. The visible 
warp threads that we see, the mending, and stitches on muslin that we see, have become part of 
the viewing experience over time. Even in its current state, The Nine Heroes tapestries are 
formidable objects and are unambiguously the work of human hands. In fact, the materiality of 
the tapestries is perhaps the most salient of their performative characteristics to have survived 
into the twenty-first century. 
 
84 Beth Williamson, "Sensory Experience in Medieval Devotion: Sound and Vision, Invisibility and Silence." 
Speculum 88, no. 1 (20013): 1-43.; Laura Weigert, "Chambres d'amour: Tapestries of Love and the Texturing of 
Space." Oxford Art Journal 31, no. 3 (2008): 319-336. The last paragraph of Weigert’s paper on the romantic Cluny 
Lady and the Unicorn tapestries describes “the physical impact on the viewer’s body” and a substantial 
interpretation of tapestry in context.  
85 David Freedberg and Vittorio Gallese, “Motion, emotion and empathy in esthetic experience.” Trends in 
Cognitive Sciences, 11, no 5. 197-203, 2007: Vittorio Gallese, "The Empathic Body in Experimental Aesthetics—
Embodied Simulation and Art." In Empathy, edited by S. Weigel V. Lux, 181-199. Palgrave Studies in the Theory 





In the Cloisters, The Nine Heroes tapestries hang in a room that visitors walk through 
after they have seen the spectacular and renowned Unicorn Tapestries. In contrast to the Unicorn 
Tapestries, which are late fifteenth-century tapestries in excellent condition, The Nine Heroes 
tapestries are faded, patched, and fragmented. They demand more of the viewer: more 
imagination to fill in the blanks where the colors are gone and the fabric is worn away; more 
appreciation for the exposed material foundation; more interest in the stories that underlie 
obvious absences; more speculative interpretation because there is no complete narrative; and 
some background knowledge to recognize the central characters who were so well-known in 
their own time. Yet the visitor who stops to look may experience the tapestry on many levels: the 
feeling of walls draped in wool; the colors that remain; the imagery containing a world teaming 
with people and animals, alive with music and movement; and the realization that these 
tapestries are evidence of a ghostly grandeur. What once was lasting is now exposed as 
ephemeral. 
After six centuries the tapestries still perform, still have meaning; still elicit a response. 
But what are we responding to now, in the twenty-first century? Even the casual observer will 
immediately notice erosion and aging. The colors are faded. Some parts are completely worn 
away, and some of the faces worn down to the point of distortion (i.e., Joshua, fig. 1). There are 
visible seams where the tapestry was reassembled and mended. These look like scars or spots of 
varying levels of discontinuity. And there are empty spaces where the beige muslin backing 
stands in for missing sections of the tapestry that are absent—a drab substitute for the colorful 
textile that would have occupied that space. The condition of the tapestry creates challenges for 
the viewer and will inevitably impact any response to the work. Some viewers will pull away 





mori: the tapestry in old age with oblivion in sight. That perishability and temporality makes it 
all the more precious. It is the task of conservation to forestall the disintegration of the tapestry. 
It is thanks to careful handling and conservation that The Nine Heroes tapestries have so far 
survived. How many conservators have worked to maintain these tapestries? If these are indeed 
the tapestries referenced in Charles VI’s receipt for repairs, there may have been repairs as far 
back as in 1389. By now the tapestry must be considered to be a collaboration between the 
original designers and weavers and all of the caretakers and restorers that have worked upon it 
during these six hundred years. 
Viewers from the fourteenth to the twenty-first century instinctively realize that many 
human hands have touched this tapestry, both in its creation and beyond the actual weaving. The 
size of the work signals to the viewer that no single person could have produced it or even lifted 
it. The installation and removal of the tapestries, the care, storage and transport of the tapestries, 
is a team effort.86  
Today, we see the tapestries towards the end of their life, with that life experience 
literally and metaphorically woven into the fabric. Tapestries often had relatively short lives that 
included hard wear, travel, display at splendid events, numerous repairs, reweaving, repurposing, 
dissembling and reassembling, disintegration, and even disappearance. Art historians and 
conservators aware of this history approach surviving tapestries with respect, reverence, and 
 
86 The Metropolitan Museum of Art has posted a video of the installation of a tapestry which shows that even with 
twentieth-century technology it is a carefully choreographed ritual that involves many people acting 
synchronistically. http://www.metmuseum.org/exhibitions/listings/2014/grand-
design/blog?st=all&amp;rpp=10&amp;pg=2. The human efforts involved in the installation and removal of 
tapestries reminds me of the iconic tableaus in paintings of the crucifixion, raising of the cross, descent from the 
cross, and entombment. The actions and enactment include the reverence with which the installers raise and gaze up 
at the work, and the way they gingerly bring it down, (trying not to “hurt” it though it is not sensate—like a corpse) 
roll it up and take it away to be “entombed”. While it is “up”, displayed in dimly-light hushed rooms, the staff keep 
watch on it and celebrate the brief time that it will be on display and visible to those who approach it with reverence 





even awe. As they look at the traces of both human labor and time’s erasure in the bare and 
thinning threads, they respond to the preciousness and perishability of the unique art object.  
The Nine Heroes tapestries would have been glorious and impressive at the time of their 
creation, a time when the Nine Worthies were a popular theme in art and theater. The audience 
for the tapestry would have encountered the Worthies in live enactments in spectacles, entry 
ceremonies, religious rituals, and possibly at readings in the Valois court that took place in front 
of the tapestries. The multimedia and intertextuality of these events would have created a link 
between this tapestry series and other performances, images, and displays of the Worthies in the 
fourteenth through sixteenth centuries. 
Jean de Berry owned many tapestries, and some, like the story of the Trojan War and The 
Nine Heroes, would have spoken directly to his desire for legitimacy and support for his claim to 
the throne of France. Berry would have valued The Nine Heroes tapestries because they made an 
explicit connection between the brotherhood of kings in his family and the legendary 
brotherhood of kings in the tapestries. The two sets of tapestries known to have survived from 
the fourteenth century, the Angers Apocalypse and The Nine Heroes, are based upon the Bible 
and the tale of the Nine Worthies—two essential literary and cultural themes that reflect the 
values of the Valois princes who owned these works.  
In this thesis I have introduced a new interpretation of The Nine Heroes tapestries. I have 
explored the use of tapestries, the use of the legends of the Nine Worthies, and the use of 
tapestries of the Nine Worthies in the Valois court and in the public sphere in the fourteenth and 
fifteenth centuries. Entry ceremonies and royal entertainments have provided a particularly rich 
ground for this exploration because the presence of the Nine Worthies enactors is so well 





Heroes tapestries. What were the exact circumstances of their creation? Where were they for all 
of these six hundred years? What happened to the missing pieces? Might they someday be found 
and their contents known? I have added some new questions: Are these tapestries meant to 
reference theatrical events that featured the Nine Worthies? If so, were they inspired by entry 
ceremonies, like the later entries of Joanne of Castille and Charles of Spain? Could they have 
served as a backdrop for live performance? Are the smaller figures meant to be an amusing 
border or a very deliberate group of participants and spectators? The tapestries may have served 
multiple purposes, and this thesis has argued for a previously unexplored connection between 
this woven image of The Nine Heroes and the tradition of the Nine Worthies in live performance. 







Early English Text Society, No. 246. The Parlement of the The Ages, Edited by M. Y. Offord. 
London, New York, Toronto: Oxford University Press, 1959. 
Armstrong, Adrian. "The manuscript reception of Jean Molinet's Trosne d'Honneur." Medium 
Aevum 74, no. 2 (2005). 
 
Austin, J. L.. "Lecture I." In Performance: How To Do Things With Words, in Performance: 
Critical Concepts in Literary and Cultural Studies, edited by J.L. Austin, 91-96. Oxford: 
Oxford University Press, 1975. 
Bagnoli, Martina, ed. A Feast for the Senses Art and Experience in Medieval Europe. New 
Haven: Yale University Press. 2016. 
Bagnoli, Martina. "Longing to Experience." In A Feast for the Senses Art and Experience in 
Medieval Europe, by Martina Bagnoli, 17-32. New Haven: Yale University Press, 2016. 
Bejczy, Istvan P. and Nederman, Cary eds. Princely Virtues in the Middle Ages. 1200-1500. 
Turnhout, Belgium: Brepols, 2007. 
Book, Leet. Coventry Leets Book or Mayor's Registerr : containing the records of the City Court 
Leet, or, View of Frankpledge, A.D. 1420-1555 with divers, 1907. Edited by Mary 
Dormer Harris. Accessed March 13, 2020. 
https://archive.org/details/coventryleetboo00unkngoog/page/n7/mode/2up. 
Briggs, Charles F. "Scholarly and Intellectual Authority in Late Medieval European Mirrors." In 
Global Medieval Mirrors for Princes Reconsidered, edited by Regula Rorster and Neguin 
Yavari, 26-41. Boston: Ilex Foundation, 2015. 
Bryant, Lawrence M. The King and the City in the Parisian Royal Entry Ceremony: Politics, 
Ritual, and Art in the Renaissance. Geneve: Librairie Droz S. A, 1986. 
Bryant, Lawrence M. "The Medieval Entry Ceremony at Paris." In Coronations: Medieval and 
Early Modern Monarchic Ritual, edited by Janos M. Back, 88-95. Berkeley: University 
of California Press, 1990. 
Burton, Robert. The History of the Nine Worthies of the World. London: C. Brown, 1701. 
Camille, Michael. "Laboring for the Lord: The Poughman and the Social Order in the Luttrell 
Psalter." Art History 10, no. 4 (1987): 423-454.  
Campbell, Thomas P. Henry VIII and the Art of Majesty: Tapestries at the Tudor Court. New 





Campbell, Thomas P. Tapestry in the Renaissance: Art and Magnificence. New York: The 
Metropolitan Museum of Art, 2002. 
Cavallo, Adolfo Salvatore. Medieval Tapestries in the Metropolitan Museum of Art. New York: 
Harry N. Abrams, Inc, 1993. 
Cothren, Michael W. "Some Personal Reflections on American Modern and Postmodern 
Historiographies of Gothic Stained Glass." In From Minor to Major: The Minor Arts in 
Medieval Art History, edited by Colum Hourihane, 255-270. University Park, PA: 
Pennsylvania State University Press, 2012. 
Courts, Jennifer E. "Le Temps Venera: Establishing Visual Legitimacy in the Petites Heures of 
Jean De Berry." Comitatus 42 (2011): 135-170. 
Courts, Jennifer E. "Weaving Legitimacy: The Jouvenel des Ursins Family and Constructing 
Nobility in Fifteenth Century France." In Dressing the Part: Textiles as Propaganda in 
the Middle Ages, by Jennifer E. Courts, edited by Kate Dimitrova and Margaret 
Goehring, 141-152. Turnhout: Brepols, 2015. 
Dillon, Emma. "Sensing Sound." In A Feast for the Senses Art and Experience in Medieval 
Europe, edited by Martina Bagnoli, 95-116. New Haven: Yale University Press, 2016. 
Egorov, Andrey. " Charismatic Rulers in Civic Guise: Images of the Nine Worthies in Northern 
European Town Halls of the 14th to 16th Centuries." In Faces of Charisma: Image, Text, 
Object in Byzantium and the Medieval West, edited by Bedow-Rezak, Brigitte Miriam 
and Rust, Martha Dana. Boston: Brill, 2018. 
FitzGerald, William. Spiritual Modalities. University Park: Penn State University Press, 2012. 
Forster, Regula Forster and Neguin Yavari, ed. Global Medieval: Mirrors for Princes 
Reconsidered. Boston: Ilex Foundation, 2015. 
Forsyth, William H. "The Trojan War in Medieval Tapestries." The Metropolitan Museum of Art 
Bulletin 11, no 3 (1955): 76-84. 
Freeman, Margaret. 1956. "A Book of Hours Made for the Duke of Berry." The Metropolitan 
Museum of Art Bulletin 15, no. 4 (1956): 101-2. 
Gallese, Vittorio. "The Empathic Body in Experimental Aesthetics – Embodied Simulation and 
Art." In Empathy, edited by S. Weigel V. Lux, 181-199. Palgrave Studies in the Theory 
and History of Psychology. Palgrave Macmillin., 2017.  
Freedberg, David and Gallese, Vittorio. “Motion, Emotion and Empathy in Esthetic Experience.” 






Guenee, B., and F. Lehoux. Les Entrees Royal Francaises de 1328 a 1515. Paris, 1968. 
Haghighat, Seyed Sadegh. "Persian Mirrors for Princes: Pre-Islamic and Islamic Mirrors 
Compared." In Global Medieval: Mirrors for Princes Reconsidered, edited by Regula 
Forster and Neguin Yavari, 83-93. Boston: Ilex Foundation, 2015. 
Henderson, George. “The Manuscript Model of the Angers 'Apocalypse' Tapestries”. The 
Burlington Magazine 127 (1985): 209–19.  
Hurlbut, Jesse D. "The Sound of Civic Spectacle: Noise in Burgundian Ceremonial Entries." In 
Material Culture & Medieval Drama, edited by Clifford Davidson, 127-140. Kalamazoo: 
Medieval Institute Publications (1999). 
Janson, Carol. "Warfare with the Spirit's Sword: The Christian Knight Window at Gouda." The 
Sixteenth Century Journal (Sixteenth Century Journal) 21, no. 2 (1990): 235-257. 
Kane, Tina. The Troyes Memoire: The Making of a Medieval Tapestry. Boydell & Brewer, Inc. 
2010. 
Klenke, M. Ameliea. "The "Christus Domini" Concept in Mediaeval Art and Lieterature." 
Studies in Philology 56, no 1 (1959): 14-25. 
Kumler, Aden. Translating Truth Ambitious Images and Religious Knowledge in Late Medieval 
France and England. New Haven and London: Yale University Press, 2011. 
Leo, Domenic. Images, Texts, and Marginalia in a "Vows of the Peacock" Manuscript G24: With 
a Complete Concordance and Catalogue of Peacock Manuscripts (New York: Brill, 
2013), http://ebookcentral.proquest.com/lib/nyulibrary-
ebooks/detail.action?docID=1367794. 
Longuyon, Jacques de. 1345–50. Vows of the Peacock. The Morgan Library, Tournai. Accessed 
January 2, 2020. https://www.themorgan.org/collection/Illuminating-Fashion/2. 
Loomis, Roger Sherman. "The Heraldry of Hector or Confusion Worse Confounded." Speculum 
42, no. 1 (1967): 32-35. 
Loomis, Roger Sherman. "Verses on the Nine Worthies." Modern Philology 15, no. 4 (1917): 
211-219. 
Malory, Thomas, and John Rhys. “Le morte d'Arthur”: printed by William Caxton, 1485. 
London: Dent, 1906. 






McGerr, Rosemarie. "A Statute Book and Lancastrian Mirror for Princes: The Yale Law School 
Manuscript of the "Nova Statuta Angliae"." Textual Cultures 1 no. 2 (2006.): 6-59. 
McKitterick, Rosamond. Charlemagne: The Formation of a European Identity, UK: Cambridge 
University Press, 2008. 
 
Metropolitan Museum of Art. Joshua and David (From the Nine Heroes Tapestries) 2000-2015. 
http://www.metmuseum.org/collection/the-collection-
online/search/468230?rpp=30&pg=1&ft=nine+heroes+tapestries&pos=4. Accessed 
October 28, 2015. 
Geoffrey of Monmouth: The History of the Kings of Britain: an edition and translation of De 
gestis Britonum (Historia Regum Britanniae). Woodbridge: Boydell Press, 2007. 
 
Murphy, Neil. Ceremonial Entries, Municipal Liberties and the Negotiation of Power in Valois 
France, 1328-1589. Brill: Leiden/Boston, 2016.  
Musee Conde, Chantilly. Les Tres riches heures du Duc de Berry, introduction and legends by 
Jean Longnon and Raymond Cazelles, preface by Millard Meiss [Translated from the 
French by Victoria Benedict]. London: Thames and Hudson, 1969. 
Musto, Ronald G. Writing Southern Italy Before the Renaissance: Trecento Historians of the 
Mezzogiorno. New York: Routledge, 2019. 
Nederman, Istvan P. Bejczy adn Cary J., ed. Princely Virtues in the Middle Ages 1200-1500. 
Brepolis, Turnhout, Belgium, 2007. 
Newman, Barbara. "Sacred, Secular, and Sensual: Three Case Studies in Medieval Crossover." 
In A Feast for the Senses Art and Experience in Medieval Europe, edited by Martina 
Bagnoli, 55-74. New Haven: Yale University Press, 2016. 
Perkinson, Stephen. "Likeness, Loyalty, and the Life of the Court Artist: Portraiture in the 
Calendar Scenes of the Tres Riches Heures." Quarendo 38 (2008): 142-174. 
Peters, Gretchen. In The Musical Sounds of Medieval French Cities : Players, Patrons, and 
Politics. Cambridge University Press, 2012,  
Pinchart, A. "Tapisseries flamandes Pt. 3." In Histoire generale de la tapisserie, by Eugene 
Muntz, and Alexandre Pinchart Jules Guiffrey. Paris, 1878-85. 
Pizan, Christine de. "Livre des faits et bonnes mœurs du sage roy Charles V." In The Writings of 
Christine de Pizan, by Christine de Pizan, edited by Charity Cannon Willard. City of 





Pon, Lisa. "Acts of the Apostles" Tapestries for Leo X: Sight, Sound and Space in the Sistine 
Chapel." The Art Bulletin 97, no. 4 (2015): 388-408. 
Prost, Bernard. Inventaires mobiliers et extraits des comptes de ducs de Bourgogne de la maison 
de Valois 2. vols. Paris: Publisher, 1902-1913. 
Rorimer, James J. and Margaret B. Freeman. The Nine Heroes Tapestries at the Cloisters. New 
York: The Metropolitan Museum of Art, 1960. 
Rorimer, James J and Freeman, Margaret B. "The Nine Heroes Tapestries at the Cloisters." The 
Metropolitan Museum of Art Bulletin, New Series 7, no. 9 (1949): 243-260. 
Rorimer, James J. "The Museum's Collection of Medieaval Tapestries." The Metropolitan 
Museum of Art Bulletin, New Series 6, no. 3 (1947): 91-98. 
Rorimer, James J. "The King Arthur Tapestry." The Metropolitan Museum of Art Bulletin 28, no. 
3 (1933): 48-50. 
Rowe, Nina. The Jew, the Cathedral and the Medieval City: Synagoga and Ecclesia in the 
Thirteenth Century. New York: Cambridge University Press, 2011. 
Schmitt, Jean-Claude. "The Rationale of Gestures in the West: Third to Thirteenth Centuries." In 
A Cultural History of Gesture, edited by J. N. Bremmer and H. Roodenburg, 59-70. 
Ithaca: Cornell University Press, 1992. 
Sekules, Veronica. Oxford History of Art: Medieval Art. Oxford: Oxford University Press, 2001. 
Simon, John. “Godfrey of Bouillon, Duke of Lower Lotharingia, NY: Routledge, 2018. 
Smith, Jeffrey Chipps. "Portable Propaganda—Tapestries as Princely Metaphors at the Courts of 
Philip the Good and Charles the Bold." Art Journal (College Art Association ) 48, no. 2 
(1989): 123-129. 
Sponsler, Claire. The Queen's Dumbshows: John Lydgate and the Making of Early Theater. 
Philadelphia: University of Pennsylvania Press, 2014. 
Stein, Wendy A. "Patronage of Jean de Berry (1340–1416)." Heilbrunn Timeline of Art History. 
The Metropolitan Museum of Art. May, 2009. 
ttp://www.metmuseum.org/toah/hd/berr/hd_berr.htm. Accessed September 30, 2015. 
Steinberg, Sigfrid Heinrich. "Nine Worthies and the Christian kings." Connoisseur 104 (1939): 
146-149. 
Stercken, Christian Kiening and Martina. "Introduction." In Temporality and Mediality in Late 






Stevens, Martin. "The Intertextuality of Late Medieval Art and Drama." New Literary History 
22, no. 2 (1991): 317-337. 
Stevenson, Jill. Performance, Cognitive Theory, and Devotional Culture: Sensual Piety in Late 
Medieval York. New York: Palgrave Macmillan, 2010. 
Talk of the Town. The New Yorker Magazine 12, (1949). 
Thomas, marquis of Saluzzo. n.d. Le chevalier errant... le chevalier errant. Bibliothèque 
nationale, Paris, mss. Fr. 12559, fol. 125v. 1403-04. 
Thompson, W. G. A History of Tapestry from the Earliest Times until the Present Day. London: 
Hodder and Stoughton, 1906/1930/1973. 
Timperley, C. H. Dictionary of Printers and Printing with the Progress of Literature Ancient and 
Modern,. London: H. Johnson, 1839. 
Tyre, William, ca. 1130-ca. 1190, O. Noyes, Colvin, M., Caxton, W. “Godeffroy of Boloyne: of, 
the Siege and Conquest of Jerusalems. London: Published for the Early English Text 
Society by K. Paul French, Truber & Co. 1893. 
 
Velde, Francois. "The Nine Worthies." (2006) http://www.heraldica.org/topics/worthies.htm. 
Accessed October 19, 2019. 
Weigert, Laura. "Chambres d'amour: Tapestries of Love and the Texturing of Space." Oxford Art 
Journal 31, no. 3 (2008): 319-336. 
Weigert, Laura. French Visual Culture and the Making of Medieval Theater. New York: 
Cambridge University Press, 2015. 
Weigert, Laura. "Performance." Studies in Iconography, Special Issue Medieval Art History 
Today—Critical Terms 33 (2012): 61-72. 
Weigert, Laura. “Theatricality' in Tapestries and Mystery Plays and its Afterlife in Painting." Art 
History 33, no. 2 (2010): 224-235. 
Weigert, Laura. Weaving Sacred Stories French Choir Tapestries and the Performance of 
Clerical Identity. Ithaca: Cornell University Press, 2004. 
Williamson, Beth. "Sensory Experience in Medieval Devotion: Sound and Vision, Invisibility 
and Silence." Speculum 88, no. 1 (2013): 1-43. 
Wilson, Katherine Anne. The Power of Textiles: Tapestries of the Burgundian Dominions (1363-












Appendix A. The Female Worthies 
 
Pagans 
Lucretia—Wife of Brutus, her suicide after being raped by Tarquinius prompted 
the overthrow of the Roman monarchy in 510 BC. 
Veturia—Mother of Coriolanus, she persuaded her son to stop fighting with 
Rome's enemies. 
Virginia—Her death in 449 BC at the hands of her father to preserve her virtue 
prompted a popular revolt. 
 
Hebrews 
Esther—from the Book of Esther, saved the Jewish people in exile from a plot to 
destroy them. 
Judith—who killed the Assyrian general Holofernes after seducing him. 
Jahel—heroine mentioned in Judges 4:17-22 as having killed the chief of the 
Canaanites after he took refuge in her tent. 
Christians 
St Helena—mother of Constantine the Great, according to legend found the True 
Cross in Jerusalem. 
St Brigita of Sweden—(1302-73) Canonized in 1391, her life to helping the less 
fortunate. She established the religious Order of the Brigattines. 
St Elisabeth of Hungary—(1207-31). Canonized in 1225, dedicated her life to 
helping the sick.87   
Additional women included among the Worthies are listed in the late fourteenth century novel 
written by Thomas, Marquis of Saluzzo : Le Chevalier Errant. 
1. Deiphille—of Athens 
2. Sinope—queen of Bosnia 
3. Hippolyte—ruler of the country bordering Macedonia  
4. Semiramis—Queen of the Assyrians who conquered the Scythians and Barbarians 
5. Aetiope—African Queen who conquered India 
6. Lampetho—who subjugated Asia and Europe 
7. Thamarys—who dipped the head of the Persian king Cyrus in blood  
8. Theuca—a ruler of the Illyrians 
9. Penthésilée—Queen of the Amazons 
  
 
87 The first list is drawn from Francois Velde, "The Nine Worthies." (2006). 
http://www.heraldica.org/topics/worthies.htm. Accessed January 3, 2020. The second list is drawn from the website 






Appendix B. Entry Ceremonies and Public Spectacles with Nine Worthies as Players 
 
1336  Arras. “A pageant of the Nine Heroes was presented” (Rorimer 1960) Arras 1336 
Burgers assumed the roles of the Nine heroes and bore the arms of the heroes 
alongside their own arms.  (Loomis) “First documented civic pageant that features 
the Nine Worthies” (Egorov) 
1411-1530’s Oudenard. “The Worthies became a staple of annual Sacrament processions 1411-
1530’s.”(Loomis p. 209. Also referenced in Egorov.) 
1417  Kortrjk. Public spectacle where the Nine Worthies appeared. (Egorov)88 
1420  Paris. Entry of Henry IV with mounted actors dressed as Worthies, live staged 
performances and tapestries. (Campbell 2007) 
1431  Paris. Entry of Henri VI of England Nine Worthies greeted King near the St. 
Denis Gate. (Bryant)89 
1444  Liege. Entry of Prince Bishop Jean de Heinsberg where Worthies participated. 
(Fr. Wikipedia.org) 
1447  Aalst. Public spectacles where Worthies participated (Egorov) 
1455  London. An Entertainment for Queen Margaret in which Worthies gave 
welcoming speeches. (Timperley) 
1457  Nevers. Entry of Marie d’Albret, Countess of Nevers. “Eighteen Worthy men and 
women would adorn the entry of Marie into the city” Costumes and head-dresses 
were based upon a tapestry of the Nine Worthies”. (Weigert 2015) 
1470  Dendermonde. Public spectacles with the Nine Worthies performing. (Egorov) 
 
88 Egorov lists a series of “public spectacles” in which the Worthies were featured. These spectacles are listed with 
no other details. (Egorov,  Charismatic Rulers in Civic Guise: Images of the Nine Worthies in Northern European 
Town Halls of the 14th to 16th Centuries) 
89 Lawrence M Bryant, The King and the City in the Parisian Royal Entry Ceremony: Politics, Ritual, and Art in the 
Renaissance. Geneve: Librairie Droz S. A, 1986. Lawrence M. Bryant,  "The Medieval Entry Ceremony at Paris." In 
Coronations: Medieval and Early Modern Monarchic Ritual, edited by Janos M. Bak, (Berkeley: University of 
California Press, 1990) 88-95. Janson, Carol. "Warfare with the Spirit's Sword: The Christian Knight Window at 
Gouda." The Sixteenth Century Journal (Sixteenth Century Journal) 21, no. 2 (1990): 235-257. 







1485  Rouen. Entry of Charles VIII of France “The Theme of the Preux and des Preuses 
[were] an element of the festive settings [and] solemn entries” (Fr. Wikipedia.org) 
1485  Dordrecht. Public spectacle with the Nine Worthies performing. (Egorov)  
1496  Brussels. The entry of Joanne Castile’s entry included staged performances of 










Figure 1. Joshua and David from a series of three tapestries of The Nine Heroes, ca. 1400. Wool 








Figure 2. Hector of Troy from a series of three tapestries of The Nine Heroes, ca. 1400. Wool 







Figure 3. Julius Caesar from a series of three tapestries of The Nine Heroes, ca. 1400. Wool 








Figure 4. King Arthur from a series of three tapestries of The Nine Heroes, ca. 1400. Wool warp, 
















Figure 5. Three Women in The Hebrew Heroes tapestry. One of three tapestries in the 
series of The Nine Heroes, ca. 1400. Wool warp, wool wefts, The Metropolitan 







Figure 6. Unknown. Above: Part of the stonework represented in the tapestry of the Hebrew 
Heroes. Below: The Stonework forming the breast of a mantelpiece in the Duke of Berry’s 
palace at Bourges. Reprinted from Rorimer and Freeman, “The Nine Heroes Tapestries at the 








Figure 7. Unknown. A figure from the stained-glass window made for the Sainte Chapelle of 
Berry’s palace and now in the crypt of Bourges Cathedral. Probably late 14th c. Reprinted from 










Figure 8. Herman, Paul, and Jean de Limbourg (Franco-Netherlandish. Active in France by 
1399-1416).The Figure of Charlemage. Folio 174r, Belles Heures of Jean de France, duc de 
Berry, 1405-1408/9. French, Made in Paris. Ink, tempera, and gold leaf on vellum, 9 3/8 x 6 5/8 






9.  Nicolas Bataille (active c.1363-1400) Angers Apocalypse tapestry with figure of Alexander 







Figure 10. Top: The thirteenth century carving "Nine 
Good Heroes" (known as "Neun Gute Helden" in the original German) at City Hall in Cologne, 
Germany, is the earliest known representation of the Nine Worthies. 
(https://upload.wikimedia.org/wikipedia/commons/b/ba/Neun_gute_helden_rathaus_koeln.jpg). 










Figure 11.  Unknown. Schöner Brunnen (Beautiful Fountain). 1389-96. A detail showing the 
Nine Worthies among the figures on a fountain located on Nuremberg's main market next to the 








Figure 12. Workshop of the Master of the Cité des Dames. Chevalier Errant: ms. fr. 12559, fol. 








Figure 13. The Nine Male and Nine Female Worthies, a mural from the walls of the Castella 










Figure 14. Unknown. Godefroy de Bouillon, Nine Heros, Nine Worthies. c. 1500-1525. H 9' x W 























Figure 15. “Unknown. Christian hero/Worthy? [Arthur, Charlemagne, Godefroy de Bouillon or 
Guy de Lusignan, King of Jerusalem], Nine heroes, ?, Nine Worthies. c. 1500-1550. H 8'9" x W 
























Figure 16. Unknown. Godefroy de Bouillon or Guy de Lusignan, King of Jerusalem, King on 
horse, Nine heroes, Nine Worthies. c. 1500-1525. H 9' x W 6'9". United States, Massachusetts, 

















Figure 18. The January Page from the calendar of the Très Riches Heures of Jean de France, duc 
de Berry showing the household of John, Duke of Berry exchanging New Year gifts, ca.1405–







                     
Figure 19. Unknown. Staged performances with Semiramis (right) and Judith and Holofernes 
(left) from the account of Joanna of Castile’s entry into Brussels, 1496 (Berlin, 


























Figure 20. Unknown. Theatrum, introductory wood cut for Terence (Pubius Terentius Afer), 
Comoediae (Lyon; Johann Trechsel, August 29, 1493), a4 verso. Reprinted from Laura Weigert, 







Figure 21. Master of the Getty Lalaing, Flemish. Active about 1530. Jacques de Lalaing Arriving 
at a Joust with the Counts of Maine and Saint Pol, Tempera colors, gold leaf, gold paint, and ink. 









Figure 22. Unknown. Amazons Preparing for a Joust. Netherlandish 1450-1450, Wool and silk 






























Figure. 23. Count of Flanders Louis de Mâle honors Bruges and Esther and Ahasuerus, flanked 
by a prophet and a sibyl, illuminated page from Remy du Puys, La tryumphante et solemnelle 
entré … de Charles prince de hespaignes, 1515 (Vienna, Österreichische Nationalbibliothek, 


























   
Figure 24. Joshua’s allocation of the Promised Land to the tribes of Israel and Linderic’s 
donation of the city of Bruges to Ganymede, flanked by a wild woman and man, 
illuminated page from Remy du Puys, La tryumphante et solemnelle entré … de Charles 
prince de hespaignes, 1515 (Vienna, Österreichische Nationalbibliothek, Cod. 2591, fol. 






25. Jean Fouquet, Tours, Entry of John II of France and Joan I of Auvergne into Paris after the 
coronation at Reims in 1350, c. 1455-1460, manuscript illumination from Grand Chroniques de 
France. Bibliotheque National Français, département des Manuscrits, Français 6465, fol. 378 v. 
(Livre de Jean II le Bon).
 
 
 
 
